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I. INTRODUCTION 


Tanburi Kugiik Artin or Arutin, an Armenian musician from Istanbul, is 
the author of two works written in the first half of the eighteenth century in 
Turkish with Armenian characters. His works are focused on two distinctive 
subject matters. The first writing is an untitled musical treatise concerning 
the practical theory and performing techniques of the art music common to a 
large cultural sphere stretching from Turkey to India. The second is a travel 
narrative entitled Tevarih-i Tahmas Kulu. The manuscripts of both works 
are kept at Matenadaran Library in Yerevan; they are copies of the late 
eighteenth century and not autograph documents. 

The musical treatise was edited and translated into Russian by the Ar¬ 
menian musicologist Nikoghos Tahmizian under the title Rukovodosto po 
Vostochnoi Muzyke (Manual of Oriental Music) (1968). Talunizicm's work is 
based upon the manuscript kept at the Matenadaran Library. 

The travel narrative Tevarih-i Tahmas Kulu had been known to histo¬ 
rians for a long time. The copy conserved at Matenadaran Library is regis¬ 
tered under the catalogue number ms. 2722. The travel narrative was 
printed by the Mechitarists of Venice in 1800 in original script and language, 
then translated into French and published by Y. Artin in the Bulletin de ITn- 
stitut egyptien in 1914. Later on it was translated into Armenian by M. 
Horhoruni and printed in the Matenadaran Collection of Scientific Materi¬ 
als in 1941. Soon after it was edited and published in Turkish by Esat Uras 
in 1942 with a historical introduction by Ismail Hakki Uzungar^ili. In a pref¬ 
atory note Uras states that the text he transcribed into Turkish modern 
script was taken from a copy of Artin’s manuscript printed in Armenian 
characters in 1800, so meaning the earlier Mechitarist publication. 

The custom of writing Turkish language with Armenian letters was 
practiced by Armenian writers since the thirteenth century onward and 
continued to be proper to Western Armenians until modern times. Follow¬ 
ing centuries of coexistence with the Turkish population, many Armenians 
adopted Tm^kish language as their second language or even as their first lan¬ 
guage. An Armenian printing press was already at work in Istanbul in 1679. 
More and more Western Armenians knew Turkish but could not read Otto¬ 
man script, yet they were educated to read Armenian script. A large body of 
manuscripts and works written in Turkish language and printed in Armeni¬ 
an script mainly in Istanbul were produced throughout the centuries, such 
as literary writings, diaries and coded messages, modern periodicals and 
newspapers. By mid-nineteenth century an edition of the Bible written in 
Turkish with Armenian letters was published in successive imprints. The 
compromise of substituting an alphabet for another script underlines the 
purpose to integrate a double expression of two cultures and to communicate 
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its correspondences among Armenian national minority. In particular the 
procedure points to the sustaining endeavor of Western Armenians to keep 
alive the tradition of Armenian idiom under Ottoman rule by safeguarding 
literacy among their nationals. Apart from this, the bilingual expression de¬ 
fined and separated their millet community from other ethnic groups in set¬ 
ting up a linguistic barrier to the access of outsiders. 

As for the documented musical literature of the nineteenth century the 
secular songs recorded in Armenian new notation had the Turkish lyrics 
written with Armenian characters. A similar method was applied by the 
Karamanh Greeks, a Turkish speaking population of Anatolia, who used to 
print materials written in Karamanh Turkish with Greek letters. The 
Karamanh publications of musical scores and lyrics continued to be availa¬ 
ble throughout the first part of the twentieth century. 

The practice of maintaining linguistic parallels and the concern for the 
graphic equivalences between different alphabets runs back to examples ex¬ 
isting in the ancient and medieval literature of the Middle East. A similar 
situation was encountered in the Caucasus region as well. The development 
of intercultural medieval and modern Transcaucasian poetry and music and 
their Anatolian counterparts manifested substantive transferences. Arme¬ 
nian literary and musical culture encompassed the vast region of three main 
centers, Istanbul, Isfahan and Tbilisi. The Armenian urban musicians 
formed two broad categories, the professional poet-musicians ashughs and 
the instrumentalists named saza/idars. Their creations witness to the con¬ 
tinuing process of communication within specific intercultural settings. 
The Tbilisi school reunited Armenian, Georgian and Azerbaijani poets and 
musicians who represent the synthesis of Transcaucasian poetry. On their 
part, the Armenian ashughs and the popular emulated with each 

other to compose their songs in several languages, in dialectal Armenian, 
Georgian, Turkish and Persian, and in Azerbaijani idiom. Oftentimes they 
wrote their poems in several alphabets. Sayat Nova (1712-1795), the last 
medieval ashughdoad the forerunner of the modern gusans, epitomized the 
foremost model of the style. In his exquisite poems Sayat Nova proved an ex¬ 
traordinary ability to combine analogous elements taken from Transcauca¬ 
sian idioms that made him a unique creator of artificial though stylish ver¬ 
bal craftiness. Thus he invented a poetical language rooted in the conso¬ 
nances of a common musical structure in different neighboring languages 
and composed poems in more than one language. This device was successful¬ 
ly determined by the musical affinity of the languages from Transcaucasia, 
Iran and Anatolia and the intrinsic linguistic borrowings (Popescu-Judetz 
1981: 45). In addition to this, it was not uncommon an Armenian sazandar 
would be able to play without any difficulty the same melody in Turkish, 
Kurdish or Armenian style, easily switching from one ethnic modality to an¬ 
other. 
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Few data about the life of Tanburi Ku^tik Artin are available, though 
some facts can be educed from his seyahatname, A tanbur player of re¬ 
known, he became a court musician to Sultan Mahmud I (1730-1754), a sove¬ 
reign himself gifted with musical talents. Artin's full name includes the 
Turkish epithet Kilgilk which comes as a nickname frequently added to a 
man^s given name to define exactly his professional rank, distinguishing 
him from another man with the same name, or as the cognomen of a younger 
brother in contrast to an older brother. There are Turkish composers known 
by this appellative, among others Kuguk Muezzin Mehmed Efendi (d. 1717), 
Ktigtik Imam Mehmed Efendi (d. 1674), Ktiguk Mehmed Aga (d.c.1800), and 
Tanburi Ku 9 uk Osman Bey (b.c. 1825). In a similar manner the Armenian 
custom was to surname a boy Kilgilk when he was given the same name as 
his grandfather, which might have been the case of Tanburi Kiiguk Artin 
(Tahmizian 1968: 11-12 note 23). 

Around 1736 Artin was assigned to join the suite of the First Mirahur 
Mustafa Pa§a, who was nominated by the Sultan to head the official delega¬ 
tion to the Shah of Iran. This date marks a short period of truce in the series 
of successive Ottoman-Iranian wars and is related to the rising of Nadir 
Shah (1736-1747), ruler of Persia and founder of the Afshar dynasty. A de¬ 
scendant of the Kirklu clan of the Turkoman Afshar tribe from northern 
Khorasan, Nadir Han entered the service of the Safavid ruler Tahmasp II 
(1723-1732), from whom he earned the honorific title of Tahmasp Kulu. 
When Tahmasp Shah was deposed in favor of his infant son Abbas, Nadir 
dropped his sobriquet and adopted the title of regent. Defeating his adver¬ 
saries and winning a series of battles against the Afghans, he further 
achieved remarkable military successes against the Ottomans, reconquered 
territories and restored the western boundaries of the kingdom. Ensuring a 
position of force, he pursued diplomatic negociations with Turkey and Rus¬ 
sia and signed a treaty with Russia in 1735. Thoroughly in control over the 
strategic regions of Caspian sea and Transcaucasia, Nadir convoked the ku- 
rultay of the. steppe rulers from his realms in January 1736 and was pro¬ 
claimed Shah being formally enthroned on 8 March 1736. Nadir imposed 
specific political and religious conditions to the rulers by which the Sunni 
faith would be adopted as the mainstream of Islamic religion and the Jafari 
rite, derived from the sixth Shiite Imam Jafar al-Sadiq (c. 700-765), would be 
recognized as a fifth orthodox branch. His conditions were entirely accepted 
by all potentates and dignitaries present at the assembly (Perry 1992: 853- 
57). 

The diplomatic discussions between Nadir Shah and the Ottomans 
were opened in 1736 through the embassy of the Ottoman envoy Geng Ali 
Pa§a, the vali of Revan, who had also attended the kurultay assembly. The 
terms of the treaty were soon drafted including the stipulations on the recog- 
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nition of the Jafari rite and the jurisdiction of pilgrimage places. Uzimgar^ih 
explains that Nadir Shah dispatched in 1736 a delegation to the Ottoman 
Porte headed by the Iranian envoy Abdiilbaki Han to negociate the agree¬ 
ment for peace and to resolve the religious demands concerning the recogni¬ 
tion of the Jafari rite and equal rights to the holy places. Abdiilbaki Han was 
joined by the court dignitary Mirza Kasim of the sadrmemalik and the im¬ 
am Reisiilulema Ali Ekber, a head theologian from Khorasan. The members 
of the Persian delegation were received at the imperial palace in official au¬ 
dience, they presented their petition with regard to the religious issue, held 
long discussions including political and religious consultations, and were 
treated during their stay with profuse hospitality and precious gifts. The ar¬ 
ticles of the treaty were agreed upon except the religious matters, since the 
Iranian demand to impose the recognition of Jafari rite as one of the main¬ 
stream Islamic rites equal to Sunnite faith was clearly rejected. 

In response to the Iranian demands, the Porte issued a name-i 
humayun addressed by the Sultan to Nadir Shah. The Sultan nominated 
Mirahur Mustafa Pa§a as a special envoy to lead the Ottoman delegation to 
Iran and to deliver the imperial autograph letter. Being granted for two 
times the rank of First Mirahur Mustafa Pa§a was the son of the vezir Kara 
Mehmet Pa§a, who had been serasker during the Austrian war and was 
killed in the battle at Esztergom in 1683. For this diplomatic mission Musta¬ 
fa Pa§a was conferred three horsetails and the rank of Pa§a with the title of 
vezir. He was joined by Abdullah Efendi, kazasker of Anatolia and fetva emi- 
ni, and by Halil Efendi, fetva emini of Edirne. Uzun 9 ar§ih asserts that a copy 
of the name-i humayun dated October 1736 is contained in Subhi Efendfs 
Tarihi. The document, written in diplomatic Turkish language, congratu¬ 
lates Nadir Shah for his accession to the throne, addresses him as Kaaiiy but 
clearly states that following the discussions between the Sadrazam and the 
Seyhlilislam, the Persian demand for religious recognition of the Jafari rite 
as the fifth branch of the orthodox Sunni faith is rejected, and this is ex¬ 
plained in the letters the envoys bring to the Persian ruler (Uras 1942: 10- 
13). 

In the opening paragraph of his seyahatname Artin states that he set 
out for Iran with Mirahur Mustafa Pa§a and Abdiilbaki Han in the year 1148 
of the Muslim calendar, at a time that should be placed in the late fall of AD 
1736/AH 1149, in accordance with the date of the previously mentioned 
name-i humayun. When the delegation arrived in Isfahan after a journey of 
eight months, they were informed that Nadir Shah had already marched 
eastward with a large army to conquer the Afghan city of Kandahar, which 
came under attack in 1737 and capitulated after a long-standing siege in 
1738. The Ottoman delegation continued their journey and soon reached 
Kandahar. There Nadir Shah receives the envoy Mustafa Pa§a and his two 
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companions, ‘‘Kazaskeri Abdullah Efendi zati §erifi de ve Moskof Saleh 
Efendi de bile ettiler” (Matenadaran Library, ms. 2722, fob 36 ab). The name 
of the latter given by Artin seems dubious or a corrupt appellation for Halil 
Efendi. After presenting the official letters that rejected the religious de¬ 
mands made by Nadir Shah, the negociations met no resolve and were 
abruptly suspended. Mustafa Pa§a returned to Turkey with his companions 
where, as Uzungar§ili ascertains, they are recorded to be back in Istanbul in 
1739 (Uras 1942:14). 

Tevarih-i Tahmas Kulu narrative is composed of three major parts: 
Tanburi Ktiglik Artin’s journey to Iran with the Ottoman delegation, the ex¬ 
pedition to India and his wayfare with the army of Nadir Shah, and the histo¬ 
ry of Tahmasp Kulu’s life and his achievements. In the manuscript the name 
Tahmas (Turkish pronunciation and spelling) is invariably written 
fB'LUhJLuq (Tahmaz) y consistent with Armenian pronunciation. Artin does 
not follow the events in strict chronologic order and keeps no accurate record 
of incidents and historical data. His narrative is rather a discontinuous 
compte rendu of an intuitive reporter, an eye-witness account of his experi¬ 
ences along the roadway, enhanced with free descriptions of scenery, places 
and cities, encounters with notable persons, and insertions of dialogue pas¬ 
sages and anecdotes in the traditional style of oriental chronicles. Some 
events are given first-hand accounts whereas other relations were passed on 
to Ailin by various raconteurs he met in his journey. Oftentimes Artin com¬ 
pares places and distances with outskirts of Istanbul and areas of Anatolia, 
a device that strikes a note of nostalgic familiarity. Few accounts refer to mu¬ 
sic and musicians. Since he does not mention any other name of Ottoman 
musicians, we understand from the context that he was a musician in his 
own class with the title of iistad. 

After Mustafa Pa§a accomplished his diplomatic mission to Nadir Shah, 
he sets out for Turkey with his suite. Tanburi Kiigiik Artin enters the service 
of Nadir Shah and joins other fellow musicians from the Shah’s court. He de¬ 
scribes the event thus: 

Ve birkag gtinden som’a Mustafa Pa§a Hazretleri i§ini gordii, aziz misafirim, 
Ruma yiiz tuttu. Biz de kaldik, Tahmas Kulu’nun yamnda ve bize sazendeler 
yamnda yer verdiler ve eger dersm ki ne kadar sazendesi vai'di, in§allah yap- 
tiginuz musiki edvarin iginde zikr etmi§iz boylece malum olsa saz ola. (foL 
37a) 

In the above passage Artin mentions his book on music as musiki 
eAvdriy wherein he is said to have recorded the music, a phrase expressed in 
inferential past tense which implies some uncertainty and could mean ei¬ 
ther he did not begin to write his treatise at that time, or he was already in 
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progress of completing it. Throughout the narrative Artin calls himself “ben 
hakir Kii^uk Arutin” (fol. 41b), or “ben Tanburi Kugiik Arutin,” (fob 44b), his 
name being consistently spelled by the copyist in Armenian letters 
fB-miiujnLnli ^hL^niLj SLupniphLli (Tamhuri Kyuchuk Harutiun). 

After the fall of Kandahar in 1738, Nadir Shah proceeded to invade In¬ 
dia with his army. Artin, too, travels with the Persian hosts: “Bendeniz 
Tanburi Kugiik Arutin de ol ordu ile beraber gittik” (fol. 40b). The musicians 
were assigned to provide at any time entertainment for Nadir Shah and his 
guests: “Ve ne kadar sazende ki vardik, birimiz kavm az idi ki varip birisinin 
gadirinda saz ^ala ettik” (fob 46a). Wheresoever the Shah’s troops were set¬ 
ting camp, the musicians were lodged in a tent pitched at a far distance from 
the army tents: 

Sazendelerin gadiri Usktidar ve Be§ikta§ mabeyni kadar ordudan uzakti. 
Orta yerinde §ahin gadii’i ve iig tarahnda kendine muteaUik elan adamlarm 
gadirlaia ve ontine agik,., O zaman bizde ne olur ve ne olmaz §ahin gadiri 
oniinde hep goriir ettik. Soziim §u ki Haybere gelmemezden oyle ki ordudan 
uzak idi... Iran’dan Hayber bogazma kadar boyle olmu§du. Ondan oteye, 
umumen beraber ettik... (fob 47a) 

Artin draws the affection of Tahmasp Kulu’s cousin, a Han and valiant 
warrior, who visits the musicians in their tent and enjoys their performing. 
Continues Artin: “Bu amcazade, loen Osmanliyi pek severim’ derdi, ve bizim 
gadirimizda gok eglenirdi sazende ba§imn gadirmdan gitmezdi” (fob 47a). 
From him Artin collects the story of Tahmasp Kulu’s life and writes it down 
in his narrative. 

Embarking on the invasion of eastern regions. Nadir Shah marches 
from Afghanistan into India against the strong army of the Mughal emperor 
Muhammad Shah (1719-1748) and after a decisive campaign defeats the 
Mughal forces in February 1739. Kiigtik Artin travels with the Persian army 
and continues to jot down his impressions. The victory is installed with a cer¬ 
emonial feast attended in common by the conqueror and the vanquished. 
The banquet is supplied with colorful celebrations and entertainments de¬ 
picted by Artin: 

O saraym meydanh yerinde, a§ikare gorsimler diye, halilar serdiler, oturdu- 
lai’ve ne kadar hanende, sazende, hokkabaz, taklabaz, maymunbaz, tasbaz 
ve mukallit, zurnazen, davulcu, hepsini bir cem ettirdi ve hepsini birden oy- 
natti. O meclisin kar§isinda ki §ebulanter tabir ederler ... bayramlarda ve 
nevruz aymda Acem §ahlai’ oyle ettirirlermi§; Oyle bir §ey bu §ebulanter fa- 
sili ki hig biri birinin sedasmi duymazlar bir vaveyla kopar, ne onun sedasmi 
anlar. Boyle karmakari§ik bir §ey. Biz de o §ebulanterin iginde saz galiyoruz 
ve siz biri birinizi anlamayasiz, biz de mehterhane sedasindan saziim gala- 
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bildik? Acaba?! Biz ettigimiz nagmeyi anlaimyoruz, degil ki refiklerimizin 
ettigini anlayalim. Ancak elimiz varir gelir. Gtiya ki mizrab vururuz lakin 
ash yok. (fob 44b) 

Here Artin expresses his frustration at being compelled to perform with 
his companions ince saz music on stringed instruments in the middle of the 
hubbub produced by davul-zurna music and popular spectacles, so loud 
sounding they could not hear each other to play in tune. 

Artin continues his journey with the Persian army to Delhi, the Mughal 
capital, and witnesses the devastation and pillage of the city. Nadir Shah 
leaves the Indian region for Kabul in 1739 and proceeds to further military 
campaigns to punish the ruler of Sindh and the Han of Kharezm. In June 
1740 the Shah arrives in Herat in northwestern Afghanistan, where Artin is 
released from his duty, and is issued a written document allowing him per¬ 
mission to leave and safe passage to travel: '‘Bizi de bu Herat §ehrinde mu- 
rahhas etti, rakam verdi elimize ve biz de Istanbula donmege ytiz tuttuk He- 
rat’dan Horasana geldim ve on iig gun eglendim” (fol. 46b). 

On his way back to Istanbul Artin enjoys a restful sojourn in Sebzevar, a 
town in eastern Khorasan laying on the road which connects Sistan with He¬ 
rat. There in Sebzevar he meets a Kizilba§ man who takes pleasure in music 
as well, and they become befriended. The Kizilba§ by his name Mirza Ali, 
himself of Armenian stock, confides in Artin to relate him the account of the 
assassination of Tahmasp Shah and his sons that took place in the second 
part of the year 1740. On this occasion alone Artin mentions his ethnic iden¬ 
tity: 


ileride zikr ettik ki Hind’den geri donu^iiii, Herat sehrinde murahhas olduk 
ve §ehirbe§ehir Istanbula yiiz tuttuk geliyoruz. Sebzevar §ehri de yolumuz 
listti imi§. Geldi Sebzevar’in i 9 ine girdik, ve bir ka 9 gim Sebzevar’da eglen- 
dik. Bir Kizilba§ kibar da adam olan a§ina olduk, dost olduk. Ve bu Kizilba§ 
kibar da meger musikiye a§ina imi§, adi da Mirza Ali. Bize §ah Tahmas’i na- 
sil oldurduklermi nakl etti. 'Sana onun i 9 m nakl ederim,’ dedi, 'ki sen bir Os- 
manli Ermenilerindensin, sir saklarsin.’ Zira, bu Kizilba§in musltlmam da 
Ermenisi de, 'munafik olur ziyadesilen,’ dedi. (fob 51b) 

Further Mirza Ali deferentially addresses Artin with 'belli Usta Arutin, 
gergeksin,' an expression that underlines the latter’s professional status as a 
famous master (fol. 52a). 

Since the assassination of Tahmasp Shah occurred in 1740 in Sebzevar, 
we surmise that Tanburi Ku 9 uk Artin was back in Turkey at earliest in 
1741, most probably in 1742. The duration of the journey away from his 
homeland is confirmed by Artin himself, who likewise mentions in the musi¬ 
cal treatise his six years of service to Nadir Shah. After his return Artin pre- 
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sumably continued his professional activities around the musical circles of 
Istanbul although we do not have any clues about his whereabouts and final 
days. However, an indirect information comes from August von Adelburg, 
who compiled and edited a reconstructed version from disparate fragments 
of the Essai d’un traite sur la meJodie orientale written by the dragoman An¬ 
toine de Murat in Istanbul at the end of the eighteenth century. Adelburg 
published his enlarged study in 1867 in the Viennese literary magazine Aes- 
thetische Rundschau. There, Tanburi Kugiik Artin is paid homage for in¬ 
venting a musical notation and his unique knowledge of a large number of 
melodic modes (Adelburg-Murat 1867: 74, 155, 159). 

Artin's adventuresome voyage to India made him acquainted with vari¬ 
ous musical cultures and performers from around Nadir Shah's entourage 
and territories, and the music masters deriving from different ethnic groups. 
The encounters and learning experiences he shared with fellow musicians 
and masters from India, Khorasan, Afghanistan, Central Asia, and Sindh 
countiy, broadened his mastery of Turkish and Persian music he earned pre¬ 
vious Iv in Istanbul, and enabled him to absorb the diversified musical tradi- 
tions from a vast intercultural sphere. His musical treatise includes sub¬ 
stantial information about the cross-cultural repertoire and the styles and 
techniques of specific regions and nations. As for the exact date of the compo¬ 
sition, it appears from the formerly described events that the treatise was 
written step by step during his travels to Afghanistan, Iran and India. One 
can only surmise that Artin intended to complete it after returning to Istan¬ 
bul. Artin himself stresses in his writing that he brought his edvdr-i 
mecmua from Iran to Istanbul, which points roughly to a date after 1735, 
that is to say the last part of the first half of the eighteenth century. 

The manuscript of Musiki Edvdri, which makes the subject of this book, 
is located at Matenadaran Library in Yerevan under the catalogue card ms. 
9340. Since the author himself had mentioned it by this title in the travel 
narrative, I will hereafter designate the work as Musiki Edvdri. The text 
contains about 39 folios with 30-40 lines written to the page in cursive Arme¬ 
nian measuring 244 mm. by 179 mm., and includes some diagrams and nota- 
tional symbols. There are few annotations added by the copyist in Western 
Armenian within the text. Each page is framed by two vertical lines, yet 
there are no illustrations inserted, and many pages have ink stains over 
words. Graphic signs, such as series of tilde and double slash marks, oftenly 
ended with a tiny decorative motif, are inserted between specific phrases 
and lines to indicate blank spaces. This kind of graphic device was frequent¬ 
ly employed in Armenian manuscripts. The Armenian punctuation signs 
commonly used are dots for lesser stops and commas, full stops, accents for 
stress or emphasis and rare question marks. Zigzag lines drawn over parts 
of words or phrases indicate repetitions or erroneous expressions and serve 


16 



as delete signs and symbols for possible corrections as well. In addition to 
these, short double slashes over words function as check marks for omissions 
and inadvertent repetitions of phrases. 

The first folio has some incomplete verse lines inscribed at random. At 
the end of the book there are few musical examples notated in new Armenian 
notation. The musician who added the notations signed his name %ende-i 
Kemani Hocani§an/' Some additional notes are inscribed onto he last leaf in 
the book. The differences in script suggest that there were three distinct 
hands involved: the principal scribe who copied the text, a second hand who 
inserted some annotations, and the musician who added Armenian musical 
notations. 

The text of Musiki Edvdri is comprised of a series of chapters that are 
not numbered, but are introduced with the formula Gelelim bir babe dahi 
kim (Let us come to a chapter which is). The sequence of sections is loosely 
put together without topical rigorousness. In some instances the continua¬ 
tion of a topic is resumed after several sections of different subject matters. 
The text ends abruptly without a concluding section. The rather discontinu¬ 
ous form of the entire text alongside the recurrent graphic signs for deletions 
and corrections insinuate that the manuscript is a draft copy the author 
seemingly intended to finalize and improve it at a later point in time. In the 
manuscript the name of the author appears spelled out mainly by the scribe 
KugukArutin Tamburi Upnifd[ilj fB-LUdlunipti). 

The musicologist Tahmizian has entitled Artin’s treatise Manual of 
Oriental Music, a title that reflects the concept of Armenian musicologists 
who used the term “oriental” to define the musical acculturation from Trans¬ 
caucasia and Anatolia. These regions were historically marked by cross-cul¬ 
tural relations that had emerged in medieval periods and had continuously 
developed throughout the modern age in a series of similarities creating a 
synthesis of common features. This model of cultural symbiosis has been 
called “oriental” by Armenian musicologists. Though vague, the term simply 
defines the sphere of Arabo-Persian-Turkish musical cultures spread across 
a vast territory. In the case of Kiigiik Artin the materials presented in his 
book link Persian and Turkish music to the Turanian roots of Central Asia 
and to the western zones of India. 

Given the lack of cohesion in the manuscript contents, Tahmizian made 
a surgical editorial work and reconstructed a protot 3 q)e of Artin^s original 
treatise based on a h 3 q)othetical logical unity. For this purpose he rear¬ 
ranged the order of sections and compiled a reworked presentation of the 
contents meant to restore the supposedly initial composition. The forthcom¬ 
ing reproduction of the manuscript in this study does not follow the editorial 
arrangement made by Tahmizian. The Turkish text of the treatise is tran¬ 
scribed in the next part of this book in its original form and succession chap- 
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ter by chapter, taken from the manuscript kept at Matenadaran Library. 

Apart from the chronological connection between Tevarih-i Tahmas 
Kulu and Musiki Edvdri, there is a thematic link between both writings as 
well. In the musical treatise Artin mentions his journey to Iran and his six 
years of service to Nadir Shah. In the travel narrative Artin depicts Tah- 
masp Kulu as a visionary conqueror, implacable and rapacious, consumed 
by unsatiable ambition and appetite for treasures. By contrast, in the musi¬ 
cal treatise §ah Tahmaz Kulu is introduced as an enlightened sovereign of 
almost mythical stature, a music lover and kingly patron of musicians en¬ 
gaged in the noble quest for the philosophy and advancement of music, who 
presides the assembly of the grand masters of the art and participates in 
their exegetical debates. Tanburi Kiigtik Artin, himself a declared ilstad, 
present at the assembly of the perfect masters, is summoned by the Shah to 
write a musical treatise. 

The manuscript of Musiki Edvdri can be considered a compromise docu¬ 
ment. The text was written in Turkish in Armenian characters and obvious¬ 
ly underwent phonetic adulterations in the original transliteration, and 
now it is again transliterated into Turkish in this book. The language of the 
musical treatise is based on spoken Turkish, wherein musical terms are 
fhixed with learned words, archaic and provincial expressions, all those 
fashioned in idiomatic diction. The abrupt and relentlessly repetitive dis¬ 
course is combined of stereotyped phrases and sentences that recur persis¬ 
tently in subsequent passages. In many cases the same formulation of a 
phrase is written in consecutive sentences. Short sentences alternate with 
truncated phrases in colloquial form, and frequent grammatical errors ap¬ 
pear in the inflections of nouns and verbs. Moreover, the syntactical struc¬ 
ture of the sentences is affected by inadequate changes in the word order in 
the sentence. To a certain degree some peculiar S 3 aitactical constructs un¬ 
derline the influence of Armenian phraseology upon the Turkish language 
as spoken by Western Armenians. 

The text abounds in orthographic contradictions. In many instances the 
rendition of Turkish sounds in Armenian script proves to be questionable re¬ 
sulting in numerous spelling inconsistencies. A specific Turkish word can 
appear written differently in successive sections. Frequently two Turkish 
words are clustered and written in one single word. In other instances a 
Turkish word is divided into sylllables which are attached to two separate 
words. The examples cited below evidence some of the incurring discrepan¬ 
cies in the rendition of the Turkish sounds in Armenian script. 

The open rounded vowel o is reproduced with the Armenian letters to 
(eo). Similarly, the close rounded vowel ti is reproduced with \\i (yn). The 
back, close, unrounded vowel i, spelled with undotted i in Turkish, is often 
omitted because in Armenian the euphonic Q (yet) is usually added in pro- 
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nunciation without being written when two or more consonants come to¬ 
gether without a vowel. For example a§iran is mostly written ai2PUJlJ i.ci§- 
ran) beside iU 2 hpujlj {a§iran). Inconsistency in writing the vowels of the 
same word is exhibited in many instances. Such is the or&§orizen, equally 
spelled 2toplnqtlJ {§6rizeTi), 2top|iLqtlJ {§6ruzen), 20PhQ.tlJ {§orizen), 
2op|nqujlJ {§orizan), and 2tophQ.UJlJ {§6rizan). Another example is zirgule 
which is spelled qfipLi[iL[t {zirgule), qhLpL|nL[t (zilrgille), or qtpljhi-Lt (zergil- 
le). As for a group of sounds like in anla, this is written oiqliui {aghna), al- 
mi§ is written ujqijQ2 (aghmesh), onlar is mostly spelled oliljujp {onnar), 
and5o^ra is written uoqpiu {soghra), uohpuj {sohra), or even uolipuj {son- 
ra). 

The change in the spelling of the same sounds is specifically noticed in 
cases of alternation. The fluctuant rendition of the sound m (dime) as t or d, 
proper to Armenian language, substitutes in some examples medial and fi¬ 
nal t like in the variant spelling of ras^.* poiuin {rasd), QUUUUifd {rasdt), or 
QUJUfa {rast). Most striking is the alternation t - b which appears in numer¬ 
ous instances where the same sound is written with one of these two letters, 
or in combination of both letters. Such an example isgerdaniye commonly 
spelled LjtpLnujbt^bt {gerdaniyee). Since the manuscript is not an autograph 
copy, there is no way to discern whether the variance in speUing is owed sole¬ 
ly to the copyist’s inconsistency or is also due to the imcertainty in spelling of 
Western Armenian. 
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EDITORIAL PROCEDURES 


The presentation of the Tiirkish text in this book is not a study of textual 
criticism or a matter of linguistic analysis. Its aim is to make the text accessi¬ 
ble to scholars and readers of Ottoman music. In order to render the contents 
as intelligible as possible the text of the manuscript is reproduced in current 
modern Tiirkish. Yet a certain compromise is directed to expressions charac¬ 
teristic of the social and historical framework reflected in the original com¬ 
position. Therewith some technical terms belonging to musical vocabulary 
are retained in Ottoman Turkish form. In case of a cumulative noun plural 
this is reproduced along with the modified form. Such an instance is the 
learned Arabic plural form felekiyat which appears also in the clustered 
Turkish wordfelekiyatlar of popular idiom provenance. 

Silent emendations of compositorial errors and,omissions have been ap¬ 
plied consistently. Variables in the orthography of specific words have been 
ignored, and a choice for one form of spelling, usually the most frequent and 
acceptable, has been made for textual unity. Incorrect forms of words and 
phrases have been restored as well. Other emendations necessary to clarify 
specific verbal expressions are added in square brackets. Phrases and sen¬ 
tences repeated successively within the same paragraph in almost identical 
formulation, already marked in the manuscript with delete signs, have not 
been eliminated, but are placed within angular brackets. In the GLOS¬ 
SARY, however, the musical terms are entered in Turkish and Armenian 
letters as they appear in the corresponding orthographic variants. 

With regard to the unusual syntactical construction of sentences, this 
particularity of the text has been preserved intact in all occurrences for the 
purpose to maintain the authenticity of the original composition. It is ex¬ 
pected that keeping the syntactical order in sentences exactly as in the man¬ 
uscript will enable the reader to apprehend the writing style of the author, 
who composed his work in a unique situation and cultural setting. 

The verbal descriptions of melodic progressions and other explications 
of musical matters are transcribed into staff notation as illustrations to the 
text. The notations are inserted in the text at the respective place and para¬ 
graph, and are intended to provide a complete visual record of the descrip¬ 
tions. The transcriptions of the melodic progressions are numbered with Ar¬ 
abic numerals from 1 to 110. Other musical examples are recorded in Roman 
numerals. Further musical illustrations are inserted wheresoever consid¬ 
ered necessary for textual clarification. 

The COMMENTARY which follows the TURKISH TEXT is aimed to 
serve as a guide to the text. It includes this editor’s notes and provides expla¬ 
nations to difficult points and obscure expressions, elucidating wherever 
possible key interpretative issues. The critical notes included in the COM- 
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MENTARY are numbered in the printed Turkish text in bold typeface num¬ 
bers followed by a right bracket, and are matched to the corresponding folio 
of the manuscript. 

The enclosed TREATISE SYNOPSIS is intended to encapsulate the 
topical structure of the manuscript in an overall thematic organization both 
by following wherever possible the original order of the topics, and by group¬ 
ing together the related subjects which are dispersed throughout the text. 
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ABBREVIATIONS 


The following initials designate the sources with dates which appear in 
TABLES: 

AD = Abdlilbaki Dede (1794) 

AM = Adelburg-Murat (1867) 

AY = Hagopos A 3 wazian (1901) 

CF = Charles Fonton (1751) 

DC = Dimitrie Cantemir (c.l700) 

HA = HizirAga (c.l740) 

HB = Ha§im Bey (1864) 

HE = Hekimba§i Abdlilaziz Efendi (c. 1775) 

iZ = izzet (c. 1760) 

KA = Tanburi Ktigtik Artin (c.l740) 

KP = Konstantinos Protopsaltes (1843) 

KV = Kavdid-i nagme (c. 1780) 

KY = Kyrillos Marmarinos (1749) 

KZ = Panayiotes Kiltzanides (1881) 

ME = Mecmuad musiki (c. 1780) 

TA = Tanburi Aliksan (c, 1850) 


The following additional abbreviations are used in TABLES: 


NA = 

description not available in the named source. 

d 

dtim 

dd 

dtilim 

dt = 

dtim-tek 

t 

tek 

th = 

tahek 

tk = 

teke 

tk&tk = 

teke teke 

tt = 

teek. 
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TURKISH TEXT 


[Flyleaf] [Rough sketch of undefined form] 

[1] [Library record] No. 9340 [stamped] Printed in Turkey 
[Few incomplete verse lines from a folk song] 

[CHAPTER 1] 

[2a] [The upper half of the page is blank] 

Bab-i tanburi der mecmua-i Iran-i kamil iistadlarml] pe§rev-i 

makam icra etmeleri beyan olunur. 

Gelelim bir babe dahi kim §ube demek ne demekdir, nagme demek ne 
demekdir vasif eder talib igin. 

Size bir te§bihcik edeyim. Beyaz boya kirmizi boya renkleri kendilerine 
mahsusdur, beyaza kirmizi denmez, kirmiziya beyaz denmez. Bunlarin iki- 
si bir tarz da olsa ikisini bir yere kari§dirirsan pembe zuhur eder. Asilmdan 
ikisi, biri birinden ayri iken pembe ismi yogudu, ikisi bir yere gelmesi igin 
pembe zuhur etti. Ya bu boyanin ikisini, ugiinu, dordiinii bir yere kari§tirir- 
san tiirlu ve tiirlu renkler zuhur eder. Anm gibi bizim §ube dedigimiz de yedi 
agazenin ve yedi nimin diki ve pesi biri birlerine kan^malari igin §ube zuhur 
eder. Bir nim kari§ir hicaz olur, iki nim kari§ir penggah olur, ug nim kari§ir 
§uri olur. Na^e dedigimiz bir diiyek usulunde olursa nagmeden sayilir. Iki 
diiyek usulunde olursa yine §ubeden sayilir, zira nim kari§mayinca ne §ube 
denir, ne nagme denir, ne makam denir, zira o nimsiz olanlar terkibatdan 
sayilir ve o yedi agazeden zuhur eder, dedi iistadlarimiz. Musiki ilminde ne- 
yedir ihtibar dersen, eger taksimde, eger pe§revde, eger bestede de kopu§u- 
lan karardir ihtibar. Bu yiiz [2b] altmi§ sekiz §ubeyi Iran’in, Turan'm, 
Hind’in, Sind^in listadlarindan edindik. Mizrab be mizrab mlisvedde ettik 
talib olan anlasin diye. Imdi bu bizim yazdigimiz kabadir, lakin hiisnuhatin 
ve tahriratin nihayeti yok. Bir talib ne kadar husiin verebilirse versin. Am- 
ma yazilan perdelerden harig gezmesin, ancak §ubelerde ne perde yazili ise 
onlari icra etmeli, onlardan harig gezinmemeli. Her §ubenin kendisine mah- 
sus olan perdelerde gezsin hemen istidadina gore. Bu yiiz altmi§ sekiz §ube- 
yi alti a§agiya bah§etmi§ler iistadlarimiz ve badisini de ve hakisini ve abisi* 
ni ve ate§isini onu dahi ayirt etmi§ler iistadlarimiz. 
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Rast agazesinin hiikmunde olan §ubeler bunlardir.2] 

Rehavi oldur ki bir mizrab neva, bir mizrab gargah, bir mizrab segah, 
bir mizrab dug^, bir mizrab rast, bir mizrab yegah^ bir mizrab rast, bir miz¬ 
rab diig^, bir mizrab nihavend, bir mizrab ^argali, bir mizrab nihavend, bir 
mizrab dligah, bir mizrab rast, bir mizrab yegah, bir mizrab rast. 

1 . 



Pengg^ - bir mizrab neva, bir mizrab hicaz, bir mizrab buselik, bir miz¬ 
rab hicaz, bir mizrab neva, bir mizrab hiiseyni, bir mizrab evi^, bir mizrab 
neva, bir mizrab hicaz, bir mizrab buselik, bir mizrab dtig^, bir mizrab rast. 

2 . 



Nikriz -- bir mizrab neva, bir mizrab hicaz, bir mizrab segah, bir mizrab 
dligah, bir mizrab rast. 

3. 



Nihavend-i sagir -- bir mizrab saba, bir mizrab garg^, bir mizrab niha¬ 
vend, bir mizrab dligah, bir mizrab nihavend, bir mizrab ^argah, bir mizrab 
saba, bir mizrab ^argali, bir mizrab nihavend, bir mizrab dligah, bir mizrab 
rast. 
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Nihavend ^ bir mizrab neva, bir mizrab gargah, bir mizrab beyati, bir 
mizrab neva, bir mizrab gargah, bir mizrab nihavend, bir mizrab dtigah, bir 
mizrab rast. 

5. 



[3a] MahurS] ^ bir mizrab gerdaniye, bir mizrab htiseyni, bir mizrab 
mahur, bir mizrab gerdaniye, bir mizrab mahur, bir mizrab hiiseyni, bir 
mizrab neva, bir mizrab gargah, bir mizrab buselik, bir mizrab dtigah, bir 
mizrab rast. 

6. 



Rekb bir mizrab neva, bir mizrab beyati, bir mizrab neva, bir mizrab 
gargah, bir mizrab buselik, bir mizrab garg^, bir mizrab neva, bir mizrab 
beyati, bir mizrab neva, bir mizrab gargah, bir mizrab buselik, bir mizrab 
dtigah, bir mizrab rast, bir mizrab geve§t, bir mizrab rast. 

7. 



Nihavend-i sagirek4] bir mizrab saba, bir mizrab gargah, bir mizrab 
nihavend, bir mizrab dtigah, bir mizrab nihavend, bir mizrab gargah, bir 
mizrab saba, bir mizrab garg^, bir mizrab nihavend, bir mizrab dtig^, bir 
mizrab nihavend. 

8 . 
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BtizurkS] bir mizrab hiiseyni, bir imzrab acem, bir mizrab htiseyni, bir 
mizrab neva, bir mizrab gargah, bir mizrab buselik, bir mizrab dtigah, bir 
mizrab rast, bir mizrab geve§t, bir mizrab a§iran, bir mizrab yegah, bir miz¬ 
rab a§iran, bir mizrab geve§t, bir mizrab rast, bir mizrab diigah, bir mizrab 
rast. 

9. 



Zavil - bir [mizrab] gerdaniye, bir mizrab mahur, bir mizrab gerdaniye, 
bir mizrab muhayyer, bir mizrab simbiile, bir mizrab muhayyer, bir mizrab 
gerdaniye, bir mizrab mahur, bir mizrab neva, bir mizrab hicaz, bir mizrab 
diigah, bir mizrab nihavend, bir mizrab diigah, bir mizrab rast, bir mizrab 
geve§t, bir mizrab rast. 



Zirefkend-i rumi -- bir mizrab gerdaniye, bir mizrab acem, bir mizrab 
hiiseyni, bir mizrab muhayyer, bir mizrab gerdaniye, bir mizrab acem, bir 
mizrab hiiseyni, bir mizrab neva, bir mizrab garg^, bir mizrab buselik, bir 
mizrab diigah, bir mizrab geve§t, bir mizrab rast. 

11 . 





SazkarGJ ~ bir mizrab segah, buselik, segah, zirgtlle, rast, segah, buse¬ 
lik, neva. beyati, evif, mahur, evij, beyati, neva, buselik, segah, zirgtlle, rast. 
12 . 



n 


30 

























Miiberka-i rumi -- bir mizrab neva, beyati, neva, gargah, nihavend, 
diigah, rast, acema§iran, a§iran, rast, gargah, nihavend, dligah, rast, ge- 
ve§t, rast. 

13. 



Sazkar-i ruiiii -- bir mizrab segah, neva, gargah, segah, diigah, rast, 
diigah, rast, a^iran, arak, rast. 


14 . 



L3b] Hicaz-biiziirk -- bir mizrab neva, hicaz, segah, neva, hicaz, segah, 
diigah, rast, arak, a§iranin yegah,7] a§iran, arak, rast, diigMi, rast. 




Nihavend“i rumi -- bir mizrab neva, hicaz, nihavend-i diig^,8] acem, 
hiiseyni, neva, hicaz, nihavend, diigah, rast, geve§t, rast. 

fe. 



Miiberka -- bir mizrab rast, geve§t, a§iran, yeg^, a§iran, geve§t, rast, 
diigah, segah, rast, diigah, geve§t, rast. 


17 . 



31 

































Mahiirek ^ bir mizrab neva, qaxgsii, buselik, dlig^, rast, dtig^, buse- 
lik, diigah, rast, geve§t, rast. 

18- 



Rast oldur ki bir mizrab neva, gargah, segah, dlig^, rast, dtig^, seg^, 
gargah, segah, diigah, rast, segah, diigah, rast. 

19. 



Diigah agazesinin hiikmiinde elan §ubeler bunlardir.9] 

Muhayyer ^ bir mizrab tiz gargah, tiz segah, muhayyer, tiz segah, mu* 
hayyer, gerdaniye, evig, hiiseyni, muhayyer, gerdaniye, evig, htiseyni, 
garg^, saba, segah, diigah, seg^, garg^, saba, garg^, seg^, diig^, saba, 
diigah, segah, gargah, saba, gargah, segah, diigah. 

20 . 







Diigah-i rumi ^ bir mizrab diigah, zirgiile, diigah, segah, gargah, saba, 
gargah, segah, diigah, zirgiile, arak, zirgiile, diigah. 

21 . 
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KaradugahlO] -- bir mizrab dligah, seg^^ buselik, seg^, dtigah, zirgu- 
le, buselik, segah, diigah, zirgule, dligah. 

22 . 



Siinbiile - bir mizrab muhayyer, siinbiile, muhayyer, gerdaniye, acem, 
hiiseyiii, saba, gargah, segah, diigah, segah, gargah, saba, gargah, segah, 
dligah. 

23 . 





Bayzan kiirdill] --- bir mizrab saba, gargah, kiirdi, dligah, kiirdi, gargah, 
saba, gargah, kiirdi, dligah, rast, dugah, 

24 . 



Muhayyer-buselik -- bir mizrab tiz gargah, tiz segah, muhayyer, tiz 
segah, muha 3 ^er, gerdaniye, evig, huse 3 aii, neva, gargah, buselik, diigah, 
rast, gargah, buselik, dligah. 



Zirefkendl2] -- bir mizrab muhayyer, tiz neva, tiz gargMi, siinbiile, mu¬ 
hayyer, gerdaniye, mahur, muha 3 ^er, gerdaniye, acem, huse 3 aii, neva, 
gargah, buselik, diigah, gargah, buselik, diigah, zirgule, diigah. 

26 . 


























Zemzeme bir mizrab acem, hiiseyni, acem, hiiseyni, neva, (^argah, [4a] 
segah, diigah, <nihaveiid, dugah>13] kiirdi, diigah, rast, diigah. 


27, 




Hisar ^ bir mizrab acem, huseyni, hisar, ^arg^, hiiseyni, evi^, §ehnaz, 
muha 3 ^er, tiz segah, muha 3 ^er, §ehnaz, evi^, huseyni, hisar, ^argah, seg^, 
diigah, saba, ^argah, segah, diigah. 


28 . 




Ku^ek ^ bir mizrab gerdaniye, evi^, hiiseyni, gerdaniye, evi^, hiiseyni, 
acem, hiiseyni, ^argah, segah, diigah, segah, diigah. 

29 . 
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Isfahanek bir mizrab tiz garg^, tiz buselik, muhayyer, §ehnaz, gerda- 
niye, evig, §ehnaz, gerdaniye, evig, hiiseyni, saba, gargah, segah, saba, 
gargah, segah, dtigah. 

30. 







Saba-i muharrikl4] -- bir mizrab diigah, segah, gargah, saba, gargah, 
segah, hiiseyni, saba, garg^, segah, diig^, geve§t, rast, neva, hicaz, seg^, 
hicaz, segah, diigah. 

31. 





Sipihr -- bir mizrab gargah, saba, gargah, diigah, segah, gerdaniye, 
acem, hiiseyni, saba, gargah, segah, diigah, zirgiile, arak, zirgiile, diigah, 
segah, hicaz, neva, hicaz, nihavend, diigah, zirgiile, diigah. 

32. 




Diigah oldur ki bir mizrab diigah, arak, rast, diigah, segah, gargah, ne¬ 
va, hiiseyni, evig, gerdaniye, evig, hiiseyni, neva, gargah, segah, diig^, arak, 
rast, diigah. 

33. 
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Hisarek -- bir mizrab muhayyer, §ehnaz, mahur, htiseyni, hisar, 9 arg^, 
buselik, diigah. 

34. 





Segah [agazesinin] hilkmunde olan §ubeler bunlardir.lS] 

Hicaz -- bir mizrab neva, hicaz, seg^, diig^, rast, dtig^, seg^, hicaz, 
neva, htiseyni, neva, hicaz, segah, dtlgah. 

35. 



§ehnaz -- bir mizrab muhayyer, §ehnaz, evi 9 , htiseyni, neva, hicaz, 
segah, diigah, zirgiile, diigah. 

36. 



Uzzal bir mizrab htiseyni, evi 9 , gerdaniye, evi 9 , htiseyni, neva, hicaz, 
neva, gerdaniye, evi 9 , htiseyni, evi 9 , gerdaniye, evi 9 , htiseyni, neva, hicaz, 
segah, hicaz, diigah, diigah. 


37. 



Zirgiile -- bir mizrab diigah, htiseyni, neva, hicaz, segah, diig^, zirgiile, 
arak, zirgiile, diigah, segah, hicaz, segah, hicaz, segah, diigah, a§iran, dii- 


36 























gah, a§iran, dligah. 
38. 



[4b] Huma 3 ain bir mizrab neva, htiseyni, neva, hicaz, acem, htiseyni, 
neva, gerdaniye, acem, htiseyni, neva, hicaz, segah, hicaz, segah, dligah, 
segah, dligah, rast, arak, rast, dllg^, segah, hicaz, neva, hicaz, dligah, zir- 
glile, dligah. 

39. 



SerenklG] bir mizrab segah, sab a, gargah, segah, segah, gerdaniye, 
mahur, beyati, neva, gargah, segah. 

40. 
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Suzidil bir mizrab muhayyer, §ehnaz, acem, htiseyni, acem, §ehnaz, 
muhayyer, slinblile, muhayyer, §ehnaz, acem, htiseyni, neva, hicaz, niha- 
vend, dligah, nihavend, hicaz, neva, hicaz, nihavend, dtig^, zirglile, dlig^. 
41. 


^ ^ 
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§ehnaz-buselik -- bir mizrab mubayyer, §ebnaz, evi^, buseyni, neva, bi- 
caz, segab, diigab, buseyni, evig, gerdaniye, evig, buseyni, neva, ^argab, bu- 
selik, diigab, ^argab, buselik, dugab, rast, diigab. 

42. 





Babr-i nazik -- bir mizrab segab, saba, gargab, segab, nibavend, segab, 
buseyni, saba, ^argab, buseyni, saba, gargab, segab, nibavend, segab. 

43. 



Mubalifek-seg^ -- bir mizrab evig, acem, neva, bicaz, segab, nibavend, 
segab, bicaz, neva, mubayyer, §ebnaz, acem, buseyni, neva, bicaz, segab, nb 
bavend, segab. 

44. 



























Hiizzam-i rumi ^ bir mizrab segah, neva, beyati, neva, garg^, seg^, ni- 
havend, beyati, neva, gargah, segah, nihavend, segah. 


45 . 



MayelT] -- bir mizrab segah, nihavend, segah, gargah, neva, huse 3 mi, 
acem, hiiseyni, neva, gargah, acem, htiseyni, neva, gargah, beyati, neva, 
gargah, segah. 


46 . 



Karcigar bir mizrab neva, hicaz, segah, neva, hiiseyni, neva, hicaz, 
segah, neva, hicaz, segah, nihavend, segah. 

47 . 



Geve§t -- bir mizrab segah, saba, gargah, segah, nihavend, rast, geve§t, 
rast, geve§t, rast, geve§t, a§iran, rast, geve§t, a§iran, yegah, gargah, segah. 
48 . 



Segah oldur ki bir mizrab segah, neva, gargah, segah, diigah, rast, 
dugah, segah, gargah, neva, segah, ^argah, diigah, segah. 

49 . 



39 





















Neva [agazesinin] htikmlinde olan §ubeler bunlardir.18] 


Acem -- bir mizrab acem, muhayyer, gerdaniye, acem, htiseyni, neva, 
^argah, 

[5a] neva, htiseyni, acem, htiseyni, neva, ^argah, segah, ^argah, acem, 
htiseyni, neva, gargah, segah, dtigah. 

50. 



Isfahan -- bir mizrab neva, buselik, hicaz, neva, hicaz, neva, htiseyni, 
acem, htiseyni, neva, hicaz, mnhayyer, §ehnaz, acem, htiseyni, neva, hicaz, 
acem, htiseyni, neva, hicaz, gargah, segah, ^argah, saba, gargah, segah, 
dtigah. 


51. 




Ni^abur oldur ki bir mizrab muhayyer, gerdaniye, stinbtile, muhayyer, 
gerdaniye, acem, htiseyni, neva, hicaz, neva, htiseyni, acem, htiseyni, neva, 
htiseyni, neva, hicaz, neva, hicaz, buselik. 


52. 
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Nihavend-i kebir -- bir mizrab neva, ^argah, nihavend, dtigah, rast, 
diig^, nihavend, 9 argah, neva, 9 argah, gerdaniye, evi 9 , htiseyni, neva, hu- 
seyni, 9 argah, neva. 


53. 



Acem-kiirdi -- bir mizrab acem, muhayyer, gerdaniye, acem, htiseyni, 
neva, 9 argah, neva, htiseyni, acem, huseyni, neva, 9 argah, klirdi, dtigah, 
ktirdi, 9 argah, neva, 9 argah, kurdi, dtigah, rast, dtigah. 


54. 




Mtistear bir mizrab neva, 9 arg^, segah, 9 argah, neva, huseyni, acem, 
htiseyni, neva, htiseyni, neva, 9 argah, segah, acem, htiseyni, neva, htiseyni, 
neva, 9 argah, hicaz, segah, neva, hicaz, segah, dligah, acem, htiseyni, neva, 
htiseyni, neva, 9 arg^, dtigah, segah, 9 argah, neva, 9 argah, segah, dtigah. 

55. 





41 



















Acema§iran oldur ki bir mizrab acem, muhayyer, gerdaniye, acem, hti- 
seyni, neva, gargah, dtigah, neva, diigah, rast, acema§iran, yegah, a§iran, 
acema§iran. 


56 . 



Ni§aburek ^ bir mizrab neva, buselik, hicaz, neva, hicaz, neva, hiiseyni, 
neva, hicaz, buselik, hicaz, neva, hicaz, buselik, diigah. 

57 . 



Hlizzam -- bir mizrab gerdaniye, acem, hiiseyni, acem, gerdaniye, acem, 
hiiseyni, neva, hicaz, acem, hiiseyni, neva, hiiseyni, neva, hicaz. 

58 . 





Yegah ^ bir mizrab neva, gargah, seg^, diigah, rast, arak, a§iran, rast, 
arak, a§iran, yegah, arak, a§iran, arak, yegah, pes hicaz, yegah. 

59 . 



Nihavendinek ^ bir mizrab neva, hicaz, nihavend, diigah, muhayyer, 
§ehnaz, acem, hiiseyni, neva, hicaz, nihavend, diigah, rast, geve§t, §orizen, 
rast, arak, §orizen, yegah. 

60 . 
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Beyati - bir mizrab segah, gargah, neva, acem, hiise}^!, neva, htxse}^!, 
neva, fargah, segah, gargah, neva, huse 3 mi, acem, huse 3 nii, neva, gargah, 
diigah, segah, neva, gargah, segah, dugah. 


61 , 




[5b] Nazike-i arak bir mizrab gargah, saba, gargah, segah, diigah, zir- 
giile, arak, diig^, zirgtile, rast, arak, garg^, diigah, garg^, segah, diigah. 


62, 



U§§ak -- bir mizrab geve§t, rast, diig^, rast, diig^, rast, diigah, geve§t, 
rast, acem, hiiseyni, neva, hiiseyni, neva, gargah, segah, diigah, rast, 
gargah, segah, diigah, segah, rast, dugah. 






Mtistear-i rumi bir mizrab neva, beyati, neva, beyati, neva, gargah, 
segah, beyati. neva, gargah, segah, neva, gargah, segah, diigah. 

64. 
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Nevruz-i acem ^ bir mizrab acem, gerdaniye, acem, gerdaniye, acem, 
hiiseyni, neva, gargah, neva, beyati, neva, garg^, segah, diigah, segah, sa- 
ba, gargah, segah, diigah. 


65. 




Maye-beyati [a]19] -- bir mizrab neva, gargah, segah, diigah, segah, 
garg^, neva, beyati, neva, gerdaniye, mahur, beyati, neva, hicaz, nihavend, 
diigah, rast, geve§t, §orizen, rast - bu battaldir. 


66 . 






Maye-beyati [b] ^ bir mizrab neva, gargah, seg^, diig^, seg^, garg^, 
neva, beyati, neva, gerdaniye, mahur, beyati, neva, garg^, segah, hiiseyni, 
neva, gargah, segah, diigah. 


67. 



Araban - bir mizrab neva, hicaz, neva, beyati, mahur, gerdaniye, mu- 
hayyer, siinbiile, muhayyer, gerdaniye, mahur, beyati, neva, hicaz, niha¬ 
vend, diigah, rast, geve§t, §orizen, rast, geve§t, §orizen, yegah. 




44 





















Nuhuft20] ^ bir mizrab neva, buselik, hicaz, neva, hicaz, neva, htiseyni, 
acem, hiiseyni, neva, hicaz, ^argah, segah, diig^, gargah, segah, diigah, 
rast, araik, a§iran, arak, rast, arak, a§iran, yegah, segah, ^argah, neva, hii- 
seyni, neva, gargah, segah, diigah, rast, arak, rast, arak, a§iran. 

70. 



r, 

O' 






























Huse 3 nni [agazesinin] hukmunde olan §ubeler bunlardir.21] 

Tahir22] - bir mizrab evig, gerdaniye, muhayyer, tiz gargah, sunbiile, 
muhayyer, 

[6a] gerdaniye, evig, hiiseyni, evig, gerdaniye, evig, htiseyni, neva, beya- 
ti, neva, gargah, segah, gargah, segah, dtigah, rast, geve§t, rast, huse 3 nnLi, 
evig, gerdaniye, muhayyer, gerdaniye, evig, huse 3 mi, neva, gargah, segah, 
gargah, dtigah, segah. 

72 . 






Buselik -- bir mizrab htiseyni, acem, htiseyni, neva, gargah, buselik, 
dtigah, rast, dtigah, buselik, gargah, dtigah, buselik, rast, dtigah. 

73 . 



Hisar-buselik [a]23] bir mizrab htiseyni, hisar, gargah, buselik, 
gargah, dtigah, buselik, rast, dtigah - bu da battaldir. 


74. 



46 






Hisar-buselik [b] -- bir mizrab htiseyni, hisar, gargah, buselik, muhay- 
yer, §ehnaz, evi 9 , huse 3 nii, hisar, 9 arg^, buselik, dtigah, zirgtile, 9 argah, bu- 
selik, dtigah, zirgtile, dtigah. 

75, 



Suzinak -- bir mizrab htise 3 mi, hisar, muhayyer, §ehnaz, evi 9 , htise 3 mi, 
hisar, 9 arg^, buselik, dtig^, zirgtile, zirgtile, dtig^, buselik, 9 arg^, buse- 
lik, dtigah, zirgtile, arak, dtig^, zirgtile, dtig^, zirgtile, arak, zirgtile, arak, 
a§iran. 

76. 

























Vecd-i huseyni25] -- bir mizrab hixseyni, neva, htiseyni, gerdaniye, evig, 
hiiseyni, neva, gargah, segah, dligah, hiiseyni, saba, gargah, segah, saba, 
gargah, segah, diigah. 


78. 



Nevruz-i rumi - bir mizrab hiiseyni, hisar, hicaz, hicaz, beyati, hiiseyni, 
hisar, hicaz, segah, dugah, diigah, segah, hicaz, diigah, segah, zirgiile, 
diigah. 

79 . 



Horasan26] bir mizrab muhayyer, gerdaniye, evig, hiiseyni, muhay- 
yer, gerdaniye, evig, hiise 3 mi, evig, gerdaniye, evig, hiiseyni, neva, hicaz, 
segah, diig^, rast, diigah, seg^, hicaz, neva, hiiseyni, neva, garg^, segah, 
gargah. 

80 . 





Buselik-a§iran27] bir mizrab hiiseyni, acem, hiiseyni, neva, gargah, 
buselik, diig^, rast, diigah, buselik, gargah, buselik, diig^, rast, arak, a§i- 
ran. 


81 . 
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De§t-i erjen28] ^ bir mizrab htiseyni, muhayyer, gerdaniye, evi^, hiisey- 
ni, neva, hicaz, seg^, neva, hicaz, segah, dligah, rast, acem, huseyni, neva, 
gargah, buselik, dugah, rast, arak, a§iran. 


82. 





§uri29] -- bir mizrab huseyni, gerdaniye, evig, huseyni, huseyni, neva, 
gargah, 

[6b] neva, huseyni, huseyni, neva, gargah, gargah, segah, diigah. 

83. 



Selmek - bir mizrab huseyni, muhayyer, huseyni, muhayyer, huseyni, 
neva, gargah, segah, diigah, neva, diigah, neva, ^argah, segah, diigah. 

84. 



Hiiseyni-kurdi -- bir mizrab ^argah, neva, huseyni, evi^, gerdaniye, evi^, 
huseyni, neva, ^argah, ^argah, neva, huseyni, neva, ^argah, kiirdi, diigah, 
diigah, kiirdi, ^argah, kiirdi, diigah, rast, diigah. 

85. 




A^iran-kiirdi ^ bir mizrab hiiseyni, neva, huseyni, evi^, gerdaniye, evig, 
huseyni, neva, gargah, kiirdi, diigah, diigah, kiirdi, ^argah, kiirdi, diigah, 


49 






























rast, acema§iran, a§iran, a§iran, acema§iran, rast, acema§iran, a§iran, 
yegah, a§iran. 


86 . 




Huseyni-a§iran30] -- bir mizrab huseyni, muhayyer, evig, gerdaniye, 
evig, htiseyni, neva, huseyni, evig, gerdaniye, evig, hiiseyni, neva, gargah, 
segah, dtigah, dtigah, segah, garg^, segah, diigah, arak, rast, arak, a§iran. 
87. 



A§iranek ^ bir mizrab arak, zirgule, diigah, hiiseyni, neva, hiiseyni, 
evig, gerdaniye, evig, hiiseyni, neva, hicaz, buselik, buselik, hicaz, neva, hi- 
caz, buselik, diigah, zirgule, arak, diigah, zirgule, arak, a§iran. 

88 . 
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Hliseyni oldur ki bir mizrab hiiseyni, muhayyer, evi9, gerdaniye, evi^, 
htiseym, neva, hiiseyni, evi^, gerdaniye, evi9, hiiseyni, neva, 9argah, segah, 
9argah, neva, 9argah, hiiseyni, neva, 9argah, segah, 9argah, neva, hiiseyni, 
neva, 9argah, segah, diigah. 

89 . 



Evi 9 [agazesinin] hiikmiinde olan §ubeler bunlardir. 31 ] 

Gerdaniye 32 ] ^ bir mizrab gerdaniye, evi9, hiiseyni, neva, 9argah, 
diigah, segah, 9argah, hiiseyni, acem, gerdaniye, acem, hiiseyni, neva, 
9argah, segah, 9argah, segah, diigah. 

90 . 



Bestenigar bir mizrab 9argah, saba, 9argah, segah, diigah, segah, 
9argah, gerdaniye, acem, hiiseyni, saba, 9argah, segah, 9argah, segah, 
diigah, rast, arak. 

91 . 



Muhalif arak ^ bir mizrab 9argah, nihavend, saba, 9argah, nihavend, 
9argah, nihavend, diigah, nihavend, diigah, rast, diigah, arak, rast, ni- 


























Evig -- bir mizrab evig, muhayyer, gerdaniye, evig, hiiseyni, neva, 
gargah, neva, hiiseyni, evig, gerdaniye, muha3^er, evig, gerdaniye, hiiseyni, 
evig, hiiseyni, evig, gerdaniye, evig, hiiseyni, neva, gargah, gargah, segah, 
diigah, rast, hiiseyni, evig, gerdaniye, muhayyer, gerdaniye, evig, hiiseyni, 
neva, gargah, gargah, segah, gargah, segah, diigah, diigah. 





Arazbar 33 ] -- bir mizrab gerdaniye, acem, hiiseyni, hiiseyni, acem, ger¬ 
daniye, acem, hiiseyni, neva, neva, beyati, acem, beyati, neva, gargah, 
seg^, gargah, garg^, gerdaniye, acem, beyati, neva, garg^, segah, gargah, 
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Ruy-i arak -- bir mizrab evi^, tiz segah, stinbule, gerdaniye, evi9, acem, 
neva, hicaz, segah, nihavend, rast, diigah, rast, arak. 

96 . 





Evi9-horasan -- bir mizrab evig, huseyni, evig, gerdaniye, hliseyni, neva, 
gerdaniye, evi^, hliseyni, neva, hicaz, evi9, gerdaniye, muhayyer, evi9, ger- 
daniye, hliseyni, evi9, evi9, gerdaniye, evi9, hliseyni, neva, hicaz, segah, ne¬ 
va, hicaz, segah, dlig^, segah, dlig^, zirglile, dligMi, segah, hicaz, neva, hi¬ 
caz, segah, diigah, zirglile, dtigah. 

























Horasanek bir mizrab buselik, hicaz, neva, htiseyni, acem, hiiseyni, 
neva, hicaz, buselik, dugah, neva, gargah, segah, diigah, rast, arak, a§iran, 
rast, arak, a§iran, yegah, neva, gargah, segah, diigah, rast, arak. 

98 . 



Necd-i horasani bir mizrab neva, muhayyer, gerdaniye, evig, hiiseyni, 
neva, hicaz, buselik, hicaz, buselik, diigah, rast, buselik, hicaz, neva, hiisey¬ 
ni, neva, gargah, segah, diigah, rast, arak. 
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Dilke§ haveran -- bir mizrab arak, rast, dlig^, rast, dlig^, rast, dtig^, 
segah, buselik, segah, diigah, rast, arak, a§iran, yegah, buselik, segah, 
diigah, segah, diigah, rast, arak. 
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Muhalifek arak - hir mizrab seg^, neva, gargah, neva, seg^, gargah, 
[ 7 b] seg^, nihavend, hiiseyni, evi^, hiiseyni, neva, ^arg^, segah, nihavend, 
rast, segah, nihavend, rast, diigah, rast, arak. 

103 . 



Gerdaniye-buselik -- bir mizrab gerdaniye, acem, hiiseyni, neva, garg^, 
buselik, hiiseyni, acem, hiiseyni, neva, ^argah, buselik, diig^, rast, diigah, 
buselik, ^argah, diigah, buselik, rast, diigah. 


104 . 




Gerdaniye-kiirdihir mizrah acem, hiiseyni, acem, hiiseyni, neva, be- 
yati, neva, garg^, ^argah, segah, diigah, rast, neva, ^argah, heyati, neva, 
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garg^, segah, gargali, acem, hiiseyni, neva, garg^, rast, neva, garg^, ktir- 
di, dtigah, rast, dugah. 


105. 



Rahatiilervah-i necidi34] bir mizrab hicaz, neva, huse 3 nii, neva, ger- 
daniye, evig, hiiseyni, neva, hicaz, neva, hiiseyni, neva, hicaz, g^g^, seg^, 
diig^, saba, garg^, segah, saba, garg^, segah, diig^, rast, segah, segah, 
dtigah, rast, arak. 

106. 



Rahatiilervah bir mizrab hiiseyni, hicaz, neva, hiiseyni, neva, gerda- 
niye, evig, hiiseyni. neva, hicaz, segah, dtigah, rast, neva, gargah, segah, 
dtigah, rast, arak. 

107. 



Sultani arak bir mizrab neva, hiiseyni, evig, gerdaniye, evig, hiiseyni, 
hiiseyni, neva, garg^, segah, dtigah, rast, arak, rast, dtigah, rast, arak. 
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fargah, segah, dtigah, rast, arak, rast, diigah. 
108. 



Rahattilervah-i berka -- bir mizrab neva, htiseyni, neva, gerdaniye, evi^, 
hiiseyni, neva, gerdaniye, hiiseyni, evig, muhayyer, §ehnaz, evig, hiiseyni, 
neva, hicaz, neva, huse 3 nii, neva, hicaz, segah, diigah, rast, arak, rast, arak, 
a§iran, segah, neva, gargah, segah, diigah, rast, arak. 

109. 




Arak -- bir mizrab neva, hiiseyni, neva, gargah, segah, diigah, rast, 
diigah, segah, gargah, segah, diigah, rast, gargah, segah, diigah, rast, arak. 
110 . 
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[CHAPTER 2] 

Uju JI:L|uj[ uituiptihlJ lit^QJujhJUjUTjtnnLli jhineQ L|inL|[i ajfimfi 

Gelelim bir babe dahi35] kim bazi pe§revde, bazi bestede olan §ubeler 
bunlardir.36] 

Evig-horasan dedigimiz bir §arkicikdir - Yazildi name-i halim, duyuldu 
ciimle ehvalim. l§te evig-horasan budur. 

Evig dedikleri Tiirkmenler evig yuziinden, Turkmenler okurlar diigah 
karar ederler, Iran’da ona evig derler. 

[8a] Gamzekdr^l] naziresinin son hanesi biitlin sipihr olur. 

Buhurcuoglu’nun bir bestesi var: Bezm-i ehlineSS] saki bu giln ama de- 
mi geldi. iran’da okuduk bu beste, a§iran-buselik dediler. 

Bozulur olyuzii ayne me^er eylesem, ah! Buna buselik-a§iran dediler. 

Qe§m-i bed-ke§ be ge§m-i mestet neresed,39]ydr ey! Bu semainin bu ka- 
dar her ciizisi §uridir. 

Avurdu Delik’in40] segah pe^revin mulazimesinin kararina serenk 
derler. 

Segah darbifetih pe§revin41] son hanesinin o sabali terkibinin hafifsiz 
segah karar edince ona bahr-i nazik derler, 

Zirglile darbifetihin ge§nin iptida ba§langig iki kere devrinden terkibe 
ki a§iranlidir, ona zirglile derler. 

Ne server meyl eder tabib ne or or, seyir eder canim. Bu bestenin zemini- 
ne htiinayun derler. 

Qe§m-i siyah42J mest-i meyan gamzemi bilsem etti beni sersem, Necd-i 
horasani derler bu bestenin zemine. 

Sen ey ruh-i musavver suretd cisminde canimsin. Bu bestenin zeminine 
nazike-i arak derler, 

Eger can gormek isterse bedensiz. Bu bestenin zeminine horasanek der¬ 
ler. 

Saba ol gonca-i ranaA3\ Bu semainin zeminine maye-beyati derler. 

Gbrmesem bir lahza ey serv-i hiramanim seni bir. 44] Bu §arkimn zemi¬ 
nine miistear-i rumi derler. 

§ikdyetim sitemine serkegimdendir benim. Bu bestenin zeminine evig- 
buselik derler. 

Gez bezm-i meye lutf-u kerem kil sdziim iizere. Bu semainin zeminine 
mlistear derler ki asil miistear budur. 

Meyl etti goniil bir hur§id-i tirdze 45] Bu bestenin zeminine tahirdir. 

Miigk igin yazdim46] yazildim, zulfiinu kildim hattd. Bu bestenin ze¬ 
minine arazbar derler. 

Fikr-i hattila azm-i gemendir muradimiz. Bu bestenin zeminine ace- 
ma§iran derler. 

Melul olmak neden, ey dit, §arab-i erguvan yok mu?41^ Bu bestenin ze¬ 
minine nikriz derler. 
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[8b] Yasemendir hattd, gill iken halt degilAS^ Bunun zeminine ni§abur der- 
ler. 

Olub du§manma mahur o §uhin dil yamndan. Bu bestenin zemini ne- 
vadir. 

Sen bu cemal-i hiisniile mihr~i felek misin, nesin? Bunun zeminine ra- 
hatiilervah-i muhalif derler. 

Uzzal devrinin biitun serhanesi uzzaldir, 

Nihavend devrinin mlilazimesinin ikinci pargasi ki sabalidir ona niha- 
vend“i sagir derler. 

Sunbiile devrinin serhanesi sunbiiledir. 

Diigah pe§rev semaisinin serhanesine diigah derler. 

Rastda §erifin darbifetihin49] serhanesi muhammes, tamamina mti- 
berka derler. 

Segahda sur-i hiimayunun mlilazimesinin son terkibi bir muhammes 
usulu kadar eger miiberka-i rumi derler. 

Saba sancak [pe^revi] darbifetihinSO] mlilazimesinin blitlinline zemze- 
me derler. 

§eyh Osman Efendinin blizlirk pe§revinin51] serhanesine tamamina 
biizlirk derler. 

Aga Riza muhammesinden52] ikinci terkibi ki lig kere galimr ve mulazi- 
mesine rahatlilervah-i berka derler. 

Aga Riza muhammesindenSS] ikinci terkibi ki ixq kere galimr ve mlila- 
zimesine iptidaki terkibi katarsin dlig^ karar edersin, ona horasan derler. 

Qekib kemanini ta tarih-i erguvanina dek. Bu bestenin zeminine raha- 
tiilervah-i berka derler. 

Gamm-i a§kinla bilinmez nice tilrlii haletim var. Bu semainin zemini¬ 
ne rahatlilervah-i necidi derler. 

Giiftar-i nazd §ived canane ragibiz. Bunun zeminine de§t-i erjen der¬ 
ler. 

Nice bir k6§ede hamu§ olalim.54] Bu bestenin zeminine muhayyer der¬ 
ler. 

Kantemiroglu’nun arak pe§revinin55] serhanesi sultani arakdir. 

Her kagan cam-i mey alsam eline rindane. Bu bestenin zeminine 
bestenigardir. 

Ahimla mihr olub pertab dbnderdi yuziln. Bunun zemini hicazdir. 

[9a] 01 Idle ruhun tarh-i gulistani guzeldir.5G] Bunun zeminine hlizzam-i 
rumi derler. 

Varib agyarile yeyib igersin, nemi gordilfi a zalim^ nemden kagarsin Ali- 
§ahim yeter aldin ahimi. Bunun zeminine asil hlizzam derler. 

Hat gelse lebine midir, §imdi ne dersin? Bu bestenin zemini sabadir. 

Agkila §erha gekib sine-i iiryan olalim. Bu bestenin zemini huse 5 midir. 

Bir lahza nihan olsa o mehr-u nazarimdan.^1^ Buna evig-arak <arak> 
derler. 
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Qemende silnbille zillf-i nigdra benzettim.5S\ Bunun zemini u§§akdir. 

Corci’nin diigah pe§revin59] son hanesi karadiigah olur. 

Berk-i gill, ey gonca~fem, sen gibi ter ddmen midirlQQi] Bunun zemini 
diigah-i rumi olur. 

Mend ol gamze-i hunharile bin cane kiyar. Bunun zemini gerdaniye- 
kiirdi olur. 

Kimseyi zann etnie tzi iman ederiz. Bu semainin zeminine evig-buselik 
derler. 

Efldke gikarsan yeridir her geceler, ahim! 61] Bu bestenin zeminine 
vecd-i hiiseyni derler. 

<Ne server meyl eder tabib ne arar seyir eder canim. Bu §arkinin zemi¬ 
nine hiimayun derler.> 

§em-i giryan Idle suzan gonca hun-aludedir.Q2'\ Bu bestenin zeminine 
uzzal dedim. 


[CHAPTER 3] 

Tahrir-i muceddet.63] 

Gelelim bir babe dahi ki makamatlarin ve §ubelerin badisini, ate§isini, 
hakisini, abisini tarif eder talib igin vasif edelim. 

Rehavi - makam - ate§i - burcu Sevir oldu - bu haki. gnL|. 

Pengg^ - makam - haki - burcu Kavis oldu - bu ate§i. UJ qb qU UJ L n p 

Muberka - §ube - abi ^ mahur - §ube - badi - nikriz - §ube - haki ^ nihavend-i 
sagir - ate§i - btizurk - §ube - abi -- hicaz-biizurk - §ube - abi -- mahurek - badi 

- nihavend - ate§i- zirefkend-i rumi - §ube - badi -- mtiberka-i rumi - ate^i-- 
rekb - §ube - badi - sazk^ - ate§i ^ zavil - ate§i - sazkar-i rumi - §ube - abi ^ 
nihavend-i rumi - §ube - ate§i. 

[9b] Muhayyer - makam - abi - burcu Sunbtile - haki. Ljnju 
Saba - makam - ate§i- burcu Akreb - abi - LjUjpfitS 

zirefkend - §ube - ate§i- muhayyer-buselik - badi - simbtile - §ube - atesi- si- 
pihr - ate§i— hisar - ate§i“ kiigek - §ube - badi — isfahanek - ate§i— bayzan 
kurdi - ate§i- muharrik-saba - §ube - haki - karadiigah - §ube - ate§i- 
dtigah-i rumi - §ube - ate§i. 

§ehnaz - makam - badi - burcu Hut - abi. 6nil] 

Hicaz - makam - haki - burcu Cevza - badi. bpLjnLnpbujLj 

Karcigar - §ube - haki — suzidil - §ube - ate§i— geve§t - §ube - badi — zirgiile - 
ate§i- huma 3 nm - haki - §ehnaz-buselik - §ube - badi - uzzal - badi - serenk 

- §ube - ate§i- seg^-muhalifek - §ube - abi — bahr-i nazik - ate§i— huzzam-i 
rumi - §ube - ate§i— maye - §ube - ate§i. 

Acem - makam - abi - burcu Cedi - haki. UJj6bq2hin 

Isfahan - makam ate§i- burcu Esed - ate§i. UJnfiLd 

Araban - §ube - ate§i- u§§ak - badi - hiizzam - haki - acem-klirdi - §ube - ate- 
§i- ni§abur - badi; yeg^ - §ube - ate§i-ni§aburek - §ube - haki - acema§iran - 
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§ube - abi >- nihavend-i kebir - ate§i— beyati - §ube - ate§i— huzi - badi - muste- 
ar ’ ate§i- mtistear-i nimi - ate^i-- nevruz-i acem - ate§i- nihavendinek - ate- 
§i. 

Tahir - makam - haki - burcu Seratan - abi. [\ibgqbLn|ilJ 

Buselik - makam - badi - burcu Delv - badi. hnn 

Suzinak - §ube - ate§i— vecd-i hliseyni - ate§i— horasain - §ube - haki - hisar- 
buselik - §ube - badi — de§t-i eijen - badi -- suri - ate§i- a^iran-buselik - badi - 
§uri - abi - a^iranek - ate§i; a§iran-kurdi - abi - huse 3 mi-kurdi - ate§i. 
Gerdaniye - makam - badi - burcu Mizan - badi. LjZh^ 

Bestenig^ - makam - badi - burcu Hand - ate§i. t\i nj 

Ruy-i arak - §uhe - ate§i- muhalif arak - ate§i- dilke§ - badi - dilke§ haveran 

- abi - evig-horasan - haki - evig-arak - badi — necd-i horasani - haki - muha- 
lifek-arcik - ate§i - horasanek - abi — evig-buselik ~ badi — rahatulervah - haki 

- rahattdervah-i necdi - ate§i- gerdaniye-kiirdi - ate§i- gerdaniye-buselik - 
badi - arazbar - ate§i— 


[CHAPTER 4] 

[10a] Gelelim bir babe ki §ubelerin ve makamlann adim vasifdir talib 
igin.Gd] 

Arak - muhalif arak -- sultardarak - bestenig^ - arak-maye -evig-- 
segah segah-maye ^ karcigar -- rahattdervah dilke§ dilke§ haveran 
dilke§ide ruy-i arak suzidil segMi muhalifek muhalifek arak 
serenk bahr-inazik --arak-maye - sebzender §uri - evig-horasan si- 
pihr - horasan - rekb- kxirdi - rumi suzin^ - §orizen -- nevruz-i rumi 
nihavendinek --isfahanek gerdaniye-buselik — §ube-ihindi — geve§t 
suri — buselik-a§iran - a§iran-buselik hisar-buselik kugek — §ehnaz- 
buselik bayzan ktirdi - ni^abur -- asd-i hiizzam — nazike-i arak evig- 

horasan rast — rehavi — pengg^ nikriz — nihavend — mahur -- zavd — 

sazkar mtibeika nihavend-i rumi — nihavend-i sagir sazk^-i rumi 
gerdaniye buselik - miiberk^i i rumi -- btizurk -^neva - niihuft — Isfa¬ 
han - huma 3 ain - u§§ak - huzi - beyati - acem - nevruz-i acem a§iran 
acema§iran — kiirdi — acem-kurdi araban yegah - gerdaniye-kurdi 
ni§abur - rniistear - huzzam-irumi - [10b] nihavend-i kebir ni§aburek 
gerdaniye — zirefkend §e§gah — saba garg^ — karadtigah vecd-i 
hiiseyni hisar - muhayyer muhayyer-siinbule — muhayyer-buselik — 
baba tahir zemzeme §ehnaz — hicaz - uzzal - zirgiile. 

Cem-i makamatlan ism-i §ohretleri de beyan oldu ve selam. 
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[CHAPTER 5] 

Gelelim bir babe dahi ki her bir usnlat kag darbdir ve kag mizrabdir tarif 
eder talib igin.65] 

Darbifetih 88 darbdir; havi 64 darbdir; sakil 44 darbdir; zencir 60 darb¬ 
dir; hafif 32 darbdir; devrikebir 14 d^bdir; remel 28 darbdir; <devrikebir 14 
darbdir>; darbeyn 44 darbdir; genber 24 darbdir; muhammes 16 darbdir; he- 
zec 22 darbdir; devrirevan 7 darbdir; aksak fahte 8 darbdir; nim sakil 24 
darbdir; nim devir; frenkgin; frengi fer; fer-i muhammes; evfer; turki darb 18 
darbdir; aksak beref§an; sade diiyek; gifte diiyek; sofyan; evsat; sengin se- 
mai; hezec 28 darbdir; yuriik semai; genber 12 darbdir; <zencir 60 darbdir>. 


[CHAPTER 6] 

Gelelim bir babe dahi ki agaze yazmanm tarikini ve hurufatim tarif 
eder talib igin.66] 

Bir talib eger murad ederse bu hurufati bgrenmek bu otuz hurufatm 
yazmasmi gerek gibi bgrenmeli. Her hurufun ba§ka ba§ka ismi var perde is- 
midir ve agaze ismidir. Bu hurufatlarmin iistiinde olan i§aretlerinde ba§ka 
isimleri vardir. Bu hurufatm ikisi bir yere gelse ba§ka ismi var. Ugii bir yere 
gelse ba§ka ismi var. Dbrdii bir yere gelse ba§ka ismi var. Be§i bir yere gelse 
ba§ka ismi var. Bir talib [11a] pe§rev yazmak murad ederse, iptida bu huru- 
fatin adini ogrenmeli. 

Bu on alti hurufun adlari bunlardir: 


c ^ 

bu hurufun adi yegah 


bu hurufun adi a§iran 

= 

bu hurufun adi arak 


bu hurufun adi rast 


bu hurufun adi dugah 

= 

bu hurufun adi segah 

^ = 

bu hurufun adi gargah 

^ = 

bu hurufun adi neva 

r>0 

bu hurufun adi huse 3 nii 
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bu hurufun adi evi? 
bu hurufun adi gerdaniye 
bu hurufun adi muhayyer 
bu hurufun adi tiz segah 
bu hurufun adi tiz gargah 
bu hurufun adi tiz neva 
bu hurufun adi tiz hiiseyni. 




Bu on dort hurufat da nim tabir olunan huruflardir: 


it 

V = 


bu hurufun adi §orizen 
bu hurufun adi acema§iran 


= bu hurufun adi geve§t 



bu hurufun adi zirgiile 
bu hurufun adi nihavend 
bu hurufun adi buselik 



bu hurufun adi saba 
bu hurufun adi beyati 
bu hurufun adi acem 
bu hurufun adi mahur 
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bu hurufun adi §ehnaz 
bu hurufun adi sunbtile 
bu hurufun adi [tiz] buselik 
bu hurufun adi tiz saba 
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bu harfin ikisi bir yere gelib iisttinde 
9 izisi olursa pe§revde ikisi bir mizrab 
sayilir. 



bu harfin tisttinde bu i§aret olursa 
bunun ismine tanburda 9 ar mizrab 
derler ne ide velvele derler hisabda 
dort mizrab sayilir. 



bu harfin iistunde bu i§aret olursa iki 
mizrab sayilir. 



bu harfin iistiinde bu i§aret olursa 
buna bir buguk mizrab derler. 
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bu harfin tlsttinde bu i§aret olursa 
yanm gar mizrab sayilir ve hisabda 
iki sayihr 


bu harfin tisttinde bu i§aret olursa iki 
sayilir ve o i§ are tin noktasina hangi 
ba§inda ise o ba§da bir az eylenmeli. 



bu harfin tistiinde bu i§aret olursa 
yanm gar mizrab sayihr ve hisabda 
iki mizrab sa 3 ahr 


bu harfin tisttinde bu i§aret olursa 
tigti bir mizrab sayihr. 


[lib] 



/ 

^ U 

^ - 0 - 


bu harfin tisttinde bu i§aret olursa 
ikisi bir mizrab sayikr. 





bu harfin tisttinde bu i§aret... 
[incomplete.] 


65 




bu tig harfin ustiinde bu i§aret olursa 
uguikimi 2 rab sayilir. 


bu i§aret olursa parmak ok§amasi 
sayilir. 



bu harfin tisttinde bu i§aret olursa 
iki mizrab sayilir ve mizrab 
sarmasidir. 


Bu yazilan ogrenen tistada bazi talib gelir ki sesi var, amma kullana- 
maz bir §ey okusa, gah ahenkli okur g^ ahenksiz, gah perdeli okur gah per- 
desiz. Imdi anin sesini terbiye etmenin tariki nedir dersen, tariki budur ki 
mezkur on alti hurufatin her birisine birerde bizim hiuj [Ermeni] hurufat- 
dan harf tayin olunmu^dur ki ol hiuj [Ermeni] hurufatin isimleri ile her biri- 
sini ba§ka ba§ka yegahdan tiz htiseyniye dek, pesden dike gikarak ve dikden 
pese inerek agaze ettirmeli. Bu minval iizere bir e 3 ^am ol talib 9 ah§mali ki 
ta ki perdelere a§ina ola. Badehu perdeleri bildikden sonra ol perdelerin 
arasina birerde nim katarak 3 dne pesden dike ve dikden pese agaze ettirmeli 
ta ki nimlere a§ina ola ki yeg^dan tiz htiseyniye dek nimleri ile her perdeyi 
ve her nimi tamam agaze ide ki ol talib her ne agaze i§itse, perdeden midir 
nimden midir, makamatdan midir, §ubatdan midir cevab verebilir ve 
mezkur on alti agaze hurufatlarin kendilerine tayin olan h LUJ [Ermeni] hu- 
rufatlari ile beyan olunur. 
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[CHAPTER 7] 

Gelelim bir babe dahi ki §edd yiizunu tarif eder talib igin.G?] 

Yedi giftdir, §edd demek ne demekdir dersen, giinkii yedi agazedir. Yedi 
de nimdir. yedi nim agaze olur, yedi agaze de nim olur. Eger bu yolda icra 
edersen, a^iran diigah olursa, diigahm sari teliyle yegah olur, diigahin sari 
teliyle basarsan §orizene, a^iran olur. Yine diigahin sari teliyle acema§irana 
basarsan arak olur, yegah rast olur, a^iran diigah olur, arak segah olur, rast 
9 argah olur, diigah neva olur, segah hiiseyni olur, gargah evi 9 olur, neva ger- 
daniye olur, hiiseyni muhayyer olur, evi 9 tiz seg^ olur, gerdaniye tiz 9 argah 
olur, muhayyer tiz neva olur, tiz segah tiz hiiseyni olur. 

1 . 




Amiran diigah olursa, nim ne olur dersen, i§te yolu budur. Acema^iramn 
ikinci perdesine basarsan sari teliyle acema§iran olur. Geve^t perdesine ba¬ 
sarsan sari teliyle geve§t olur. [12a] §orizen perdesine basarsan zirgiile olur, 
yegahdan acema^iran perdesine basarsan nihavend olur. Ona kezalik 
yegahdan geve^t perdesine basarsan buselik olur, zirgiileye basarsan sab a 
olur, nihavende basarsan beyati olur, buselige basarsan acem olur, sabaya 
basarsan mahur olur, beyatiye basarsan §ehnaz olur, aceme basarsan siin- 
biile olur, mahura basarsan tiz buselik olur, §ehnaza basarsan tiz saba olur, 
siinbiileye basarsan tiz beyati olur. A^irani diigah edersen is§te bu nimleri 
kullanmali. 

IT. 
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istersen ki acema^iran perdesini diigah edesin a§irana basarsan sari 
teliyle a^iran olur. Yine ol sari teliyle araga basarsan arak olur, yegahla §0- 
rizene basarsan rast olur, acema§iran perdesi diigah olur, geve§t segah olur, 
zirgiile garg^ olur, nihavend neva olur, buselik htiseyni olur, sab a evig olur, 
beyati gerdaniye olur, acem muhayyer olur, mahur tiz seg^ olur, ^ehnaz tiz 
gargah olur, siinbiile tiz neva olur, tiz buselik tiz huse 3 aii olur. 

III. 




Acema§irani diigah ettin zaman nim ne olur dersen yegah geve§t olur. 
Acema§iran perdesine basarsan sari teliyle acema§iran olur, sari teliyle ba¬ 
sarsan §orizen olur, a§iran perdesi zirgiile olur, arak perdesi nihavend olur, 
rast perdesi buselik yarisi olur, diigah perdesi saba olur, segah perdesi beya¬ 
ti olur, gargah perdesi acem olur, neva perdesi mahur olur, hiiseyni perdesi 
§ehnaz olur, evig perdesi siinbiile olur, gerdaniye perdesi tiz buselik olur, 
muhayyer perdesi [tiz] saba olur. 



Istersen ki aragi diigah edesin §orizen perdesi basarsan sari teliyle 
segah olur, acema§iran perdesine basarsan sari teliyle a§iran olur, geve§t 
perdesine basarsan sari teliyle acema§iran olur, yegah perdesi arak olur, 
a§iran rast olur, arak diigah olur, rast segah olur, diigah perdesi gargah 
olur, segah neva olur, gargah hiiseyni olur, neva evig olur, hiiseyni gerdaniye 
olur, evig muhayyer olur, gerdaniye tiz segah olur, muhayyer tiz gargah 


68 



olur, tiz segah [tiz] neva olur, tiz fargah tiz huse 3 Tii olur. 
V. 



9j 


Arak diig^ oldu^ zaman nim ne olur dersen acema§iran perdesi zirgu- 
le olur, geve^t nihavend olur, zirgule buselik olur, nihavend saba olur, buse- 
lik beyati olur, saba acem olur, beyati mahur olur, acem §ehnaz olur, mahur 
siinbule olur, §ehnaz tiz buselik olur, sunbtile tiz saba olur, §orizen geve§t 
olur. 

VL 


fj 



[12b] istersen ki geve§ti diigah edesin a§irana basarsan sari teliyle 
yegah olur. 

Yine o sari teliyle araga basarsan a§iran olur, yegahla §orizen basarsan 
arak olur. Acema§irana basarsan rast olur, geve§t perdesi diigah olur, zirgu¬ 
le [perdesi] <gargah> [buselik] olur, nihavend perdesi gargah olur, buselik 
neva olur, saba huse 3 nii olur, beyati evig olur, acem gerdaniye olur, ir:ahur 
muhayyer olur, §ehnaz tiz segah [olur], siinbule tiz gargah olur, tiz buselik 
tiz neva olur, <tiz saba> tiz saba tiz huse 3 mi olur. 

VII. 

























Geve§t dtigah oldu^ zaman nim ne olur dersen sari teliyle acema§iran 
perdesine basarsan §orizen olur, yegah acema^iran olur, a§iran perdesi zir- 
giile olur. Geve§t [ile] arak perdesi zirgiile olur, rast nihavend olur, dtigah 
buselik olur, segah saba olur, ^argah beyati olur, neva acem olur, hiiseyni 
mahur olur, evig §ehnaz olur, gerdaniye siinbiile olur, muhayyer perdesi tiz 
buselik olur, tiz segah tiz saba olur. 

VIII. 



istersen ki rasti dtigah edesin dtigahin ahengini rast perdesine ahenk 
edersin, rasta basarsan sari teliyle yegah olur, yegah perdesi a§iran olur, 
a§iran perdesi arak olur, arak perdesi rast olur, rast perdesi dtigah olur, 
dtigah [perdesi] segah olur, segah perdesi gargah olur, gargah perdesi neva 
olur, neva perdesi htise 3 aii olur, htiseyni perdesi evi^ olur, evi^ perdesi ger¬ 
daniye olur, gerdaniye perdesi muhayyer olur, muhayyer perdesi tiz segah 
olur, tiz segah tiz gargah olur, tiz ^argah perdesi tiz neva olur, tiz neva perde¬ 
si tiz htise 3 aii olur. 

IX. 






























Rast diigah oldu^ zaman nim ne olur dersen, sari teliyle zirgiile perde- 
sine basarsan §orizen olur, yeg^la §orizen perdesine basarsan acema§iran 
olur, acema§iran perdesi geve§t olur, geve§t [perdesi] zirgiile olur, zirgiile 
perdesi nihavend olur, nihavend perdesi buselik olur, buselik perdesi saba 
olur, saba perdesi beyati olur, beyati [perdesi]<acem> acem olur, acem per¬ 
desi mahur olur, mahur perdesi §ehnaz olur, §ehnaz [perdesi] siinbiile olur, 
sunbiile perdesi tiz buselik olur, tiz buselik perdesi tiz saba olur. 

X. 



isiersen ki zirgiile diigah edesin sari teliyle arak perdesine basarsan 
yegah olur, yegahla §orizene basarsan a§iran olur, acema^irana basarsan 
yegahla arak olur, geve§t perdesi rast olur, zirgiile perdesi diigah olur, niha¬ 
vend perdesi segah olur, buselik [perdesi] gargah olur, saba perdesi neva 
olur, beyati perdesi huse 3 nii olur, acem [perdesi] evig olur, mahur perdesi 
gerdaniye olur, §ehnaz perdesi muhayyer olur, siinbiile [13a] perdesi tiz 
segah olur, tiz buselik perdesi tiz gargah olur, tiz saba perdesi tiz neva olur. 
XL 






























Zirgiile diigah oldugu zaman nim ne olur dersen yegah perdesi §orizen 
olur, a§iran perdesi acema§iran olur, arak perdesi geve§t olur, rast perdesi 
zirgiile olur, diigah perdesi nihavend olur, segah perdesi buselik olur, 
gargah perdesi saba olur, neva perdesi beyati olur, hiise 3 Uii perdesi acem 
olur, evi 9 perdesi mahur olur, gerdaniye perdesi §ehnaz olur, muha 3 yer per¬ 
desi simbiile olur, tiz segah perdesi tiz buselik olur, tiz qsirgah perdesi tiz sa¬ 
ba olur. 

XIL 
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Istersen ki segahi diigah edesin a§iran perdesi yegah olur, arak perdesi 
a§iran olur, rast perdesi arak olur, diigah perdesi rast olur, segah perdesi 
diigah olur, gargah perdesi segah olur, neva perdesi gargah olur, hiise 3 nii 
perdesi neva olur, evig perdesi hiiseyni olur, gerdaniye perdesi evig olur, mu- 
hayyer perdesi gerdaniye olur, tiz segah perdesi muhayyer olur, tiz 9 argah 
perdesi tiz seg^ olur, tiz neva perdesi tiz 9 arg^ olur, tiz hiise 3 mi perdesi tiz 
neva olur. 

XIIL 
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Segah dlig^ oldu^ zaman nim ne olur dersen acema§iran perdesi §ori- 
zen olur, geve§t perdesi acema§iran olur, zirgtile perdesi geve§t olur, niha- 
vend perdesi zirglile olur, buselik perdesi nihavend olur, sab a perdesi buse- 
lik olur, beyati perdesi saba olur, acem perdesi beyati olur, mahur perdesi 
acem olur, §elmaz perdesi mahur olur, sunbiile perdesi §ehiiaz olur, tiz buse¬ 
lik perdesi sunbiile olur, tiz saba perdesi tiz buselik olur. 

XIV. 





istersen ki nihavendi diigah edesin §orizen yegah olur, acema§iran per¬ 
desi a§iran olur, geve§t perdesi arak olur, zirgtile perdesi rast olur, nihavend 
perdesi diigah olur, buselik segah olur, saba perdesi gargah olur, beyati per¬ 
desi neva olur, acem perdesi htiseyni olur, mahur perdesi evig olur, §ehnaz 
perdesi gerdaniye olur, sunbiile perdesi muhayyer olur, tiz buselik perdesi 
segah olur, tiz saba perdesi gargah olur 
XV. 



Nihavend diigah olursa nim ne olur dersen a§iran perdesi §orizen olur, 
arak perdesi acema§iran olur, rast perdesi geve§t olur, diigah perdesi zirgii- 
le olur, segah perdesi nihavend olur, gargah perdesi buselik olur, neva per¬ 
desi saba olur, hliseyni perdesi beyati olur, [13b] evig perdesi acem olur, ger¬ 
daniye perdesi mahur olur, muhayyer perdesi §ehnaz olur, tiz segah perdesi 
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slinbiile olur tiz 9 arg^ perdesi tiz buselik olur, tiz neva perdesi tiz saba olur. 
XVI. 



Istersen ki buseligi diigah edesin acema§iran perdesi yegah olur, geve§t 
perdesi a§iran olur, zirgiile perdesi arak olur, nihavend perdesi rast olur, 
buselik perdesi diigah olur, saba perdesi segah olur, beyati perdesi ^argah 
olur, acem perdesi neva olur, mahur perdesi hiiseyni olur, §ehnaz perdesi 
evi^ olur, slinbiile perdesi gerdaniye olur, tiz buselik perdesi muhayyer olur, 
tiz saba perdesi tiz segah olur. 

XVII. 



Buselik diigah oldugu zaman nim ne olur dersen arak perdesi §orizen 
olur, rast perdesi acema§iran olur, diigah perdesi geve§t olur, segah perdesi 
zirgiile olur, ^argah perdesi nihavend olur, neva perdesi buselik olur, hiisey¬ 
ni perdesi saba olur, evig perdesi beyati olur, gerdaniye perdesi acem olur, 
muhayyer perdesi mahur olur, tiz segah perdesi §ehnaz olur, tiz gargah per¬ 
desi slinbiile olur, tiz neva perdesi tiz buselik olur. 

XVIII. 



























istersen ki gargahi diigah edesin arak perdesi yegah olur, rast perdesi 
a§iran olur, diigah perdesi airak olur, seg^ perdesi rast olur, gargah perdesi 
diigah olur, neva perdesi segah olur, hliseyni perdesi gargah olur, evig perde¬ 
si neva olur, gerdaniye perdesi hliseyni olur, muha30^er perdesi evig olur, tiz 
segah perdesi gerdaniye olur, tiz gargah perdesi muhayyer olur, tiz neva 
perdesi tiz segah olur, tiz huse3mi perdesi tiz gargah olur. 

XIX. 



Qargah diigah oldugu zaman nim ne olur dersen geve§t perdesi §orizen 
olur, zirglile perdesi acema§iran olur, nihavend perdesi geve§t olur, buselik 
perdesi zirglile olur, saba perdesi nihavend olur, beyati perdesi buselik olur, 
acem perdesi saba olur, mahur perdesi beyati olur, §ehnaz perdesi acem 
olur, slinblile perdesi mahur olur, tiz buselik perdesi §ehnaz olur, tiz saba 
perdesi slinblile olur. 



« 
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istersen ki sabayi dtigah edesin geve§t perdesi yegah olur, zirgule per- 
desi a§iran olur, nihavend perdesi arak olur, buselik perdesi [ 14 a] rast olur, 
saba perdesi dugah olur, beyati perdesi segah olur, acem perdesi 9argah 
olur, mahur perdesi neva olur, §ehnaz perdesi huse3aii olur, sunbule perdesi 
evig olur, tiz buselik perdesi gerdaniye olxxr, tiz saba perdesi muhayyer olur. 
XXI. 



Saba diig^ oldugu zaman nim ne olur dersen rast perdesi §orizen olur, 
diigah perdesi acema§iran olur, segah perdesi geve§t olur, 9argah perdesi 
zirgule olur, neva perdesi nihavend olur, huse3aii perdesi buselik olur, evi9 
perdesi saba olur, gerdaniye perdesi beyati olur, muhayyer perdesi acem 
olur, tiz segah perdesi mahur olur, tiz 9argah perdesi §ehnaz olur, tiz neva 
perdesi sunbiile olur. 

XXII. 



istersen ki nevayi diigah edesin rast perdesi yegah olur, dugah perdesi 
a§iran olur, segah perdesi arak olur, 9argah perdesi rast olur, neva perdesi 
diigah olur, hiise3aii perdesi segah olur, evi9 perdesi 9argah olur, gerdaniye 
perdesi neva olur, muhayyer perdesi htiseyni olur, tiz segah perdesi evi9 
olur, tiz 9argah perdesi gerdaniye olur, tiz neva perdesi muhayyer olur, tiz 
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huse)nii perdesi tiz segah olur. 
XXIIL 



Neva diigah oldu^ zaman nim ne olur dersen, buselik geve§t olur, niha- 
vend perdesi acema§iran olur, zirgiile perdesi §orizen olur, hicaz perdesi zir- 
giile olur, beyati perdesi-nihavend olur, acem perdesi buselik olur, mahur 
perdesi saba olur, §ehnaz perdesi beyati olur, stinbule perdesi acem olur, tiz 
buselik perdesi mahur olur, tiz saba perdesi §ehnaz olur. 

XXIV. 





istersen ki beyatiyi dtigah edesin, zirgiile perdesi yegah olur, nihavend 
perdesi a§iran olur, buselik perdesi airak olur, saba perdesi rast olur, beyati 
perdesi dtigah olur, acem perdesi segah olur, mahur perdesi gargah olur, 
§ehnaz perdesi neva olur, siinbtile perdesi hiiseyni olur, tiz buselik perdesi 
evig olur, tiz saba perdesi gerdaniye olur. 

XXV, 
























Beyati diigah oldugu zaman nim ne olur dersen, diigah perdesi §orizen 
olur, segah perdesi acema^iran olur, gargah perdesi arak olur, neva perdesi 
rast olur, huseyni perdesi diigah olur, gargah perdesi geve§t olur, neva per¬ 
desi zirgiile olur, huse3Tii perdesi nihavend olur, evi? perdesi buselik olur, 
gerdaniye perdesi saba olur, muhayyer perdesi beyati olur, tiz segah perdesi 
acem olur, tiz ^argah perdesi mahur olur, tiz neva §ehnaz olur, buselik per¬ 
desi a§iran olur, rast perdesi siinbule olur, arak perdesi tiz buselik olur, rast 
tiz saba olur. 

xx\a. 
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[ 14 b] istersen ki huseyni diigah edersin, diigah yegah olur, segah perde¬ 
si afiran olur, fargah perdesi arak olur, neva perdesi rast olur, huseyni per¬ 
desi diigah olur, evi? perdesi segah olur, gerdaniye perdesi 9argah olur, mu¬ 
hayyer perdesi neva olur, tiz segah perdesi huseyni olur, tiz 9argah perdesi 
evi9 olur, tiz neva perdesi gerdaniye olur, tiz huseyni perdesi muhayyer olur. 


XXVII, 
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Bu pes perdeler dik perdeler yerinedir: yeg^ tiz neva [olur], a§iran mu- 
hayyer [olur], arak tiz segah olur, rast tiz gargah olur. 

xx\aii. 



Hiiseyni dligah ettigin zaman nim ne olur dersen, nihavend perdesi §o- 
rizen olur, buselik perdesi acema§iran olur, saba perdesi geve§t olur, hisar 
perdesi zirgiile olur, acem perdesi nihavend olur, mahur perdesi buselik 
olur, §ehnaz perdesi saba olur. 

XXIX. 



[CHAPTER 8 ] 

Gelelim bir babe musiki}^ biinyad edenleri tarif eder. 68 ] 

Ustadlarimiza sual ettik ki bu ilm-i musiki nereden alinmi§? El cevab, 
‘Allahu azimu§§an diinyayi yaratacak zamani evvel felekleri de yaratti ve 
donmek buyurdu. O donmenin arasmda avaz peyda oldu, o avazdandir!’ Pek 
guzel cevab etti iistadiniiz, Tedi agazedir.' Neyile ne? Tedi agaze oldur ki 
rast, dligah, segah, gargah, neva, hiiseyni, evig. Yedi agaze bunlardir, ne alti 
olur, ne sekiz olur.’ 

‘Hangi felek hangi agazeyi eder?’ El cevab, ‘Kamer rast agaze eder, Uta- 
rit diigali agaze eder, Ziihre segah agaze eder, §ems gargah agaze eder, Me- 
rih neva agaze eder, Mii^teri huse3mL agaze eder, Zuhal evig agaze eder.’ Us- 
tadimiza sual ettik, yine ki neden derler. 'Kamer rast agaze eder, Utarit 
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diigah agaze eder, Ziihre segah agaze eder, §ems gargah agaze eder, Merih 
neva agaze eder, Mii^teri hiiseyni agaze eder, Zuhal evig agaze eder.’ Dedi 
iistad, 'giizel dediniz.’ 

Bir tarihde Kiigiik Artin [sic] Tanburi kimesne Iran’a gitmi§. Kimin 
vaktinde dersen Tahmaz Kulunun vaktinde ve Tahmaz Kuluna alti 3^1 hiz- 
met etmi§. Bu edv^-i mecmuayi o getirmi§ Iran’dan giinkti bu ilim Iran’dan 
gelmedir Istanbul’a. Iran’in, Turan’in, Hind’in ve Sind’in ustadlarimn ed- 
varlarindan i§itmi§ ve almi§ bu Kiigiik Arutin Tanburi ve Tahmaz Kulu ne- 
reye azim-i rah etmi§ ise, bu Kiigiik Arutin de beraber imi§. Ve Tahmaz Kulu 
bir saz a§igi adam imi§. Bir giin Hind’in ve Sind’in arasinda bir riyaz ova yer- 
de otagin kurub hep ne kadar iistadlar var ise musikiye a§ina hepsini cem et- 
ti kendi huzuruna ve Iran’in ve Turan’in, ve Hind’in, ve Sind’in iistadlarimn 
bu Kiigiik Arutin de iglerinde bulunmu§. 

Sual etti bu iistadlar a Tahmaz Kulu. 'Bu kadar ameli nereden almi§ edi- 
niz?’ Cevab ettiler iistadlar. '§ahim, [ 15 a] ihtilaf vardir. Bu kar-ii amelin 
hakkinda ki nereden alinmi§tir? Kimi demi§ ki ewel yaratilmi^dir, e§yadan 
alinmi§. Kimi de demi§ ki evvel felekiyatdan alinmi§dir ve sonra e§yadan. 
Lakin, §ahim, bu ilmin asili var mi?’ 'Yok mu?’ dedi Tahmaz Kulu. Vardir’ 
dediler iistadlar, 'imdi boyle ise, §ahim, ister felekiyatdan alsmlar, isterse 
e§yadan, hacet degil. Bunun hig bir besi yok, lakin edv^larimizda yazilmi§ 
ki evvel felekiyatdan alinmi§ ve sonra e^yadan ve yedi hiikemadir viicude 
getiren bu kar-ii ameli de.’ 

Sual etti Tahmaz Kulu: 'Ne §ekil getirler?’ 01 zaman o cevabi veren Tu- 
ran’in ve Hind’in iistadlari edvarlarim agdilar. O edv^ agan iistadlarm biri 
temenna ederek cevab etti. '§ahim, bu kulunuzun elinde bulunan edvar yedi 
ytiz otuz iig yillik edvardir ve hem bir kag bin yillik edvardan yazilmi§dir.’ 

Ve bu cevabdan sonra, iki tarafdan, hep edvar agan iistadlar, bir agiz- 
dan cevab ettiler. ‘§ahim, iptida bu k^-ii ameli yedi hiikema imi§ viicude ge¬ 
tiren.’ 69 ] Bu yedinin de isimleri hepsinin edvarinda bir diizene yazilir 
<isimleri>. Degil ki birinin evvel, birinin sonra. Iptida Zat, ikincisi Fat, 
iigunciisii Cem, dordiinctisii Em, be^incisi Fen, altmcisi Er, yedincisi Ser. 
Zat’in §akirdi Fat, Fat’in §akirdi Cem, Cem’in §akirdi Em, Em’in §akirdi 
Fen, Fen’in §akirdi Er, Er’in §akirdi Ser. 

Tahmaz Kulu dedi ki 'bunun biri si imi§ viicude getiren, siz yedi dediniz.’ 
Dedi '§ahim, o Zat dedigimiz hiikema ki hepsinin ba§idir o bir alti §ahsi bir 
yere cem etmeyencek, kendi ba§ma bu k^-ii amelin ilmini viicude getireme- 
di. Ancak, §ahim, Zat asilindan Allahperest imi§. Fat putperest imi§, vesa- 
yetle istidat sahibi ve tabiyatda zeki ve ehl-i tabiyat ve bir sulb adam imi§. 
[Fat] zenaati Fat’in put yapmak imi§ tiirlii be tiirlii ve putperestlerin indin- 
de pek makbulumu§ Fat’m yapdi^ putlar. Lakin, §ahim, Zat Fat ile gorii§iir 
ve dostla§irmi§ ve bir zamandan sonra, Fat’in dam anna ve fikrine girmi§, 
sohbet ile hem Zat dedigimiz, Sahim, ilm-i lediini ve derun ilmini bilirmi§. 
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Fat ile goru^dtigu zaman Fat’in derunundan ne ki goriirse Zat soyler imi§, 
‘Senin derunundan §u gegdi yahud bu gegdi deye, Fat bu acaib ilmin sebebin- 
den alaka etmi§ Zat’a ve terk etmi§ put yapmasim ve du§mu§ Zat’inin okse- 
sine, sarilmi^ ZaFa ve ZaFi key vermek istemez imi§ ve Allahperest olmu§ 
Fat. Zat da derun ilmini Fat’a me§k etmi§ ve hem bu kar-ii amelin ilmini an- 
latmi§ Zat Fat’a ve talim etmi§. Fat da varmi§ Cem’i getirmi§, nice ki Fat 
Zat’dan gordii ise oylecene talim etmi§ Cem’e. Cem de Allahperest olmu§. 

Ona kezalik Cem de Eml Allahperest etmi§ ve FaFdan her ne ilim gor- 
mu§ ise, Em'e talim etmi§. Ona kezalik Em de Fen^e, Fen de Er’e, Er de Ser’e 
[ 15 b] talim etmi§. Imdi boyle oldugu, ya §ahim, Zat pek haz etmi§ ve bundan 
sonra Zat FaFa ziyadesi ile muhabbet etmi§, hem Zat da Fat’siz i§ gormez 
imi§. Zat da bunlan ol kadar terbiye etmi§ ki bu yedisi de yek fikir yek vticud 
yek sahis olmu§lar. Oyle riyazet ke§ etti ki mirat-i kalb oldular. 

Bu yedi §ahis bir yere geldikleri zaman, 70 ] §ahim, a3ma gibi biri birinin 
kalb ini seyir ederler idi bunlar gbya yedi a3mada. Bu §ahsin birisi di^aridan 
kalbine bir §ey aks ettigi gibi hepsinin kalbinden aks eder idi ve biri birine 
baki§irlar idi ki kimin kalbinden gegdi deye oyle mirat-i kalb peyda ettiler, 
nice ki ayni o ylizlindeki noktalarmdan oturii aksi diinyadir demi§ler tistad- 
lar imi§ ve alimler imi§. Onun gibi bunlann derunlari feleklerin ve burclairin 
§ekilini aks etmi^ler kendilerine. Bunlann da sekili feleklere ve burclara 
aks etmi§ ve nice ki pertavsiz ola yahud diirbun uzagi yakm eder. Onun gibi 
bunlann derunlari gok namazdan ve gok niyaz-i orugdan ve gok riyazetden 
oyle berrak olmu^lar ki mesela nice ki sabi gocuklarin bazisi gtindiiz ogle za- 
mamnda yildiz gbrur, onlar gibi bunlarda. 01 mertebe ruhani olmu^lar ki fi- 
kirlerinden ciida olur imi§. i§te, §ahim, bu kadar hal sahibi olmu§lar ki bu 
hal ile her biri hirer felege tayin olmu§lar. Ta3dn oldug^ii felegi herkes kendi- 
ne ceza etmi§ ve agazelerini de hifzina almi§lar. 

Lakin bu sohbet arasinda iistadlar §ah'in huzurunda bir acaib §ey nakl 
etmi^ler ve demi§ler. '§ahim, bunlar felekiyatlare tayin olduklari zaman, 
giin Zat htikema hepsinin iistadi idi, bu altisma tenbih buyurmadi ki sen fi- 
lan felege tayin olsan yahud §u da filan felege tayin olsun ve de^l ki mabe3m- 
lerinde kiirreyi biraktilar. Zira Zat bilirdi altisinm hangi hangisi hangi fele¬ 
ge tayin olacak. Lakin kendilerine bu sirri agmami§. Bunlar bu arada biri bi- 
rileri ile vedala§dilar, her biri hirer semte gittiler. Olduklari yerde bu altisi- 
nin da yad ettigi §ems’e tevecciih etmek. Bunlar §ems’e tevecciih ettigi gibi 
§emsde hem kendilerini gormii^ler ve hem Zat hiikemayi gormu§ler ki 
§ems’e tevecciih etmi§. Goya biri birini a3mada seyir etmi§ler bu altisina bir 
hicab gelmi§. Bundan sonra o altinm ba§i Ziihre'ye tevecciih etmi§ler. Onda 
da Fat hiikemayi gormii§ler ve hem kendilerini, zira Fat Ziihre'ye tevecciih 
etmi§ imi§. Orada da o ba§a bir hicab gelmi§, zira hem kendilerini hem Fat 
hiikemayi gormii§ler. Ilia hicab Em’e gelmi§ ki kendi iistadini Ziihre’de 
gbrmii§. Ona kezalik o birleri ne de bu tarz zuhur etmi§. 
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<i§te, §ahim, bu Zat hiikema boyle bir ehl-i hal ve ehbi kemal imi§, bu 
yedi hiikema her biri hirer felegin agazesini hifzina almi§. §ems’in agazesi 
ki gargahdir> ve sairleri beyan olur. 


[CHAPTER 9] 

Gelelim bir babe dahi ki yedi agazenin nizami tarif eder.71] 

i§te, §ahLm, bu Zat hiikema boyle bir ehl-i hal ve ehl-i kemM imi§, bu ye¬ 
di [16a] hiikema her biri hirer felegin agazesini hifzina almi§. ^ems’in agaze¬ 
si ki gargahdir, Zat hifzina almi§. Ziihre’nin agazesi ki segahdir Fat hifzina 
almi§. Utarit ki diigah agaze eder, Cem hifzina almi§. Kamer ki rast agaze 
eder, Em hifzina almi§. Merih ki neva agaze eder, Fen hifzina almi§. Mu§teri 
ki hiiseyni agaze eder, Er hifzina almi§. Zuhal ki evig agaze eder, Ser hifzina 
almi§. Bu yedi hiikema aradilar bakdilar ki yedi agazeden gayri agaze yok- 
dur. Bu yedisi bir yere cem olmu§lar ve ayakiistii durmu^lar zira muhabbet- 
lerinden oturmak bile fikre gelmemi§. 

Zat dedi ki ‘hangi her ki buldu^ ve zabt ettigi agazeyi agaze etsin dinle- 
yelim/ Altisi da zabt ettikleri agazeleri birden agaze ettiler, Zat da kendi hif¬ 
zina zabt ettigi agazeyi etti, o altisi ile beraber oldu yedi. Bakti Zat ki karma- 
kari^ik bir safasiz §ey oldu. Zat'a bir mahzunluk geldi, asilmdan da karma- 
kari§ik durmu§lar idi bu resim gibi.72] 

gargah = Zat 

rast =Em hiiseyni = Er 

diigah =.Cem segah = Fat 
neva = Fen evig = Ser 

<Asilindan da karmakari§ik durmu§lar idi.> Bundan sonra Zat bunlara 
buyurdu ki oturun ve kendisi de Zat onlar ile oturdu, lakin oturduklari za- 
man edebane oturdular, en son biri birinin §akirdi idiler bunlar. Zira kendisi 
de hepsinin iist yanina oturdu. Alt yanina Fat’i aldi, Fat da Cem’i aldi, Cem 
de alt yanina Em’i aldi, Em de Fen'i aldi, Fen de Er’i aldi, Er de Ser’i aldi. 
Ba§dan dedi Zat. Tat’a ki agazeni eyle bakayim,’ Fat agazesini etti, Zat 
§emsin agazesi ile Fat’in agazesini rubar etti. Bakti Zat ki bir giizel §ey olu- 
yor. Ondan sonra Cem'e dedi, 'agazeni eyle bakayim,’ Cem de agazesini etti. 
Zat yine kendi §ems’in agazesi ile rubar etti. Diye bakti ki dinledi ki iigu biri 
birine yaki§iyor. Ondan sonra Em'e dedi, 'agazeni eyle bakayim,’ Em de aga¬ 
zesini etti. Zat §ems’in agazesini ile rubar etti. Dinledi ki bu dordu de bir sa- 
fah §ey oldu. Kaldi tig agaze. [Zat] Fen’e dedi ki' sen de agazeni eyle baka¬ 
yim/ Fen de agazesini [etti]. Zat da yine §ems’in agazesi ile rubar etti, uyma- 
di ki be§incisi idi. Zat bunda vafir [...] gekti, sira ba§indan agaze ne oldugunu 
bilmezler idi, Zat dikden pese iniyor. 
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Ewel Zat kendi agazesi ki gargahdir [ 16 b] etti ve sonra Fat’in agazesi ki 
segahdir, eyi koydu yanina, dinledi ki ikisi mlinasib geldi ve sonra Cemln 
agazesi ki diigahclir koydu yanina, bu iki agazenin, bu ugii de mimasib geldi. 
Bundan sonra Emin agazesi ki rastdir koydu iiq agazenin yanina, oldu dort, 
bakti ki mimasib geldi. Fen’e dedi Zat ki ‘agazeni eyle,’ Fen de agaze etti, ne- 
vayi ki be^incidir, uymadi. Eyi ne imi§ sebebi dersen, sebebi bu ki Zat pese 
iniyor gargahdan rasta dek. Rast agazesinin yaninda nevayi arar olsa 
malum ki arakdir. Zat ^nevayi bulayim’ derken, arak agazesini buldu ve onu 
da hifzma aldi ve 90k zahmet gekti. Zahmet gekmenin sebebi bu ki asilindan 
agazeye a§ina degil idi. ‘Sonra boyle olmaz,’ dedi Zat, ‘bunda btiylikluk ve 
kugukliik olmaz,’ dedi. 

Hemen i^imizin vlicude gelmesine say edelim, zira boyle nizamla ve ede- 
bane oturmak i§imize yaramadi. 

Budur nizamla ve edebane oturu§lann resmi. 73 ] 

gargah = Zat 

sag ’ segah = Fat - diigah = Cem - rast = Em 

sol - neva = Fen - htiseyni = Er - evig = Ser 

Sonra Zat ugiincude bu altisim boyle akl etti Zat, ne §ekil felekiyatda 
§ems ortadadir onun gibi, 119 bir tarafda aldi ve U9 de 0 bir tarafinda aldi ve 
kendisi Zat ortada girdi ve emir etti Zat altismi da ve dedi. ‘Agazeleriniz edin 
ve hem uzatimz hi9 arasini kesmeylniz onlarda, daim agazelerini uzatarak 
agaze etmede. Zat da pese inmesini birakti §imdi. Ne §ekil evveli Fatln, 
Cemln, Emin agazeleri ile pese iner giizel gelirdi. §imdi onun gibi dike mu- 
ba^eret etti. Fenln agazesi ki nevadir Zat kendi agazesi ile rubar etti, giizel 
geldi. Erin agazesi ki hiiseynidir Zat kendi agazesi ile rubar etti, bu 11911 de 
eyi geldi. Serin agazesi ki evi9dir Zat kendi agazesi ile rubar etti, bakti, gdr- 
dii ki bu dordii de giizel geldi. ‘Ne §ekil evveli pese inib Fen agazesini bula¬ 
yim,’ derken, araki buldu onun gibi dike 9ikarken gerdaniyeyi buldu. Bunlar 
da agazelerini etmede. Bakti ki Emin agazesinin kar^iligidir, haz etti Zat. 
Daha dike 9ikti, muhayyer buldu. Cem de kendi agazesini etmede bakti, mu- 
hayyer de Cemln agazesinin kar§iligidir. Daha dike 9ikti tiz segahi buldu ki 
0 da Fatln agazesinin kar^iligidir. Daha dike 9ikti Zat kendi agazesinin kar- 
^iligini buldu ki ona tiz 9argah denir. Bakti, dinledi ki Zat yedi agazeden 
hayri olan agazeler 0 yedi agazenin diki pesidir ki kar§ilik denir. 

Artik Zat bu yedi agazeden ba§ladi nizam vermeye, Eml ba§ etti ki Ka- 
mer agazesini btinyad etmi§ idi. Zira bakti, gordii Zat ki dtinya nizami mari- 
fete gelince sayilmiyor. Ni9in dersen, zira Em Cemln §akirdi idi. Lakin 
Cemln iistune oturular Eml 0 agazenin sebebi i9in? Zira iptidaki agazeyi et- 
tigi i9in Ceml ikinci etti. Zat ki Utarit felegin agazesini [ 17 a] btinyad etmi§ 
idi. Fatl u9uncu etti ki Ziihre’nin agazesini btinyad etmi§ idi ve kendisini 
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Zat dordiincii etti, zira §ems’in agazesini biinyad etmi§ idi ve behind Fen’i 
etti ki Merih’in agazesini biinyad etmi§ idi ve altinci Erl etti ki Mu§teri’nin 
agazesini biinyad etmi§ idi ve yedinci Ser’i etti ki Zuhalln agazesini biinyad 
etmi§ idi. Bunlar, §ahim bir zaman yedisi de dizilib agizdan bu agazelerin 
safasini siirerler imi§ ve kendileri saz gibi olurlar imi§ ve hem biri birinin 
agazelerini me§klenmi§ler, zira ol zaman sazlar yokumu§ ve saz ne oldu^- 
nu bilmezler idi ve Zatln zahmet gekmesi sebeb o imi§ ki ba§a oturdu. 

imdi ba§a oturdu^ igin kendi garg^ agaze eder dorde dek eyi gelir. Be- 
§inci vardi^ gibi bakti ki neva agaze olunuyor. Otursa arak perdesini arar, 
arakla nevanin ne miinasebeti var onun igin biiylikliigii birakdilar ortaya 
girdi. tig bir yanina aldi, iigde o bir tarafina aldi boyle oldu^ igin nizam bul- 
du, Sebeb ne imi§? '§ahim, bii3dikliikde gok zahmet varmi§, bundan sonra 
Zat buyuT-du ki bu boyle olmaz.’ 'Bu agazeleri bir §ey biinyad edelim ki karib 
olmasin. Hepsi goniil birligi ettiler agagdan kisim kisim, yedi agazeyi boru- 
lar yapdilar. 74 ] Ayni gaydanin ahenk borusu gibi o ki gobanlar galarlar. Bir 
eyyam boyle safa ederler idi. 

Bundan sonra tabiblige miiba§eret ettiler ve tabibhane yapdilar, 75 ] ve 
§akirdler aldilar, ba§ladilar hastalara ve illet sahibi olanlara ilag etmeye ot- 
lardan ve nebatatlardan ve hem ilag ettikleri zaman bakarlardi ki hangi ke- 
vakibin hiikmiindedir o hasta ona gore ilag ederler idi ve o agazeleri de maa- 
lice yerine kullamrlar idi, zira bakarlardi ki hangi agaze mutabik gelir ve sa¬ 
fa verir hastanm tabiyatma ve bunlarm §akirdleri de kendileri gibi iistad ol- 
dular ve hal sahibi oldular ve o onalti agazeyi yegahdan tiz huse3aiiye varm- 
cak nimsizce ogrendiler, zira nim sonradandir ve hem salt nim degil. 

Sonradan o adlar 76 ] ki rast, diigah, segah, gargah, neva ve dahi hususi 
agazelerinin isimleri de gok zamandan sonra komu§lar, zira ol zamanlar 
biinyad idenlerin adi ile soylenir imi§. Ne §ekil dersin, §ahim, rasta Emlek, 
dligaha Cemlek, segaha Fatlek, gargaha Zatlek, nevaya Fenlek, huse3miye 
Erlek, evige Serlek, gerdaniyeye upuru Emlek, muhayyere upuru Cemlek, 
tiz segaha upuru Fatlek, tiz garg^a upuru Zatlek, tiz nevaya upuru Fenlek, 
araka nigiri Serlek, a§irana nigiri Erlek. Bunlar upur demek, dik demekdir, 
nigir demek, pes demekdir. Multani ve Rajput lisamdir nice ki biz diigah, 
segah deriz. 

Ol zamanlar biinyad idenin adi ile soylenir imi§ ve hem kevakiblerin 
isimleri de sonradan konulmu§ ve sonra bu §akirdler o agazelerin olgiilerini 
aldilar. Nice ki iistadlar o agazelere kisimlami§lar idi, zira o kisimlarda i§ 
gok varmi§ ve igin aldilar iistadlarmdan el opdiiler [ 17 b] ve kendileri dahi bi¬ 
ri birleri ile opii§diiler vedala§dilar ve ayrildilar. 77 ] 

<Bu ^akirdler de ve ondan sonra dii§diiler ve ayrildilar.> Bu §akirdler 
de ve ondan sonra dii§diiler, vilayet be vilayet gegdiler, ne §ekil Allah ki tak- 
dir etmi§ idi. Zira degil ki bu §akirdler bo§ bo§una hirer semte gekildiler ve 
gafil gafil bir-tistadm §akirdi [oldular] o bir listadm biinyad ettigi agazenin 
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makammi buldu. Yoksagin oyle zann olumnasin, §ahim, zira bunda Allahin 
bir buylik sirri goriinur eyi imdi farzdir, efendimizin huzurunda takdir et- 
mek, zira gayetle gayet hikmete dair i§dir. Eyi ne iini§ dersen, naki§ edelim/ 
dediler. Bu edvari a^an tistadlar, bu §akirdler hakkina, '§ahim, o ki Em hii- 
kema kamer agazesini biinyad etmi§ idi. Onun §akirdi de Frengistana git- 
mi§, bakmi§, gormu§ ki Kamer agazesi ile melufdurlar ve vilayetin adi Ra 
denir imi§ ve Padi^ahin adi Havi imi§. Bu vilayet kamer agazesine makam 
oldu. 

Ona kezalik Cem htikema ki Utarit agazesini biinyad etmi§ idi. Onun 
§akirdi de Tiirkistana gitmi§, bakmi§, gormu§ ki Utarit agazesi ile meluf¬ 
durlar, §ehirin adi Mu tabir olunur imi§ ve Padi§ahin adi Hayer. Bu vilayet 
de Utarit agazesine makam oldu. 

Ona kezalik Fat hiikema o ki Ziihre’nin agazesini biinyad etmi§ idi. 
Onun §akirdi de Arabistana gitmi§, bakmi§, dinlemi§, ki oranin halki Ziih- 
re’nin agazesi ile meluf olmu§, vilayetin adi Naz denirmi§ ve Padi§ahin adi 
§eh. Bu vilayetin de adi Ziihre'nin agazesine makam oldu. 

§ems’in agazesi ba§li ba§ina oldu^ i^in her makamatm ve her nagama- 
tin rahidir, biitiiniiniin i9inde bulundu^ i9in. Ona bir makam ta3dn edeme- 
mi§ler, zira her yer de ona makamdir. Zira ne §ekil bir nagme edeyim yahud 
bir §ube ve §ems agazesi ki 9argah deriz biz. Ona baki§ ede5dm dersen, kabili 
yok, zira kendi rengine dondiiriir. 

Ona kezalik Fen hiikema ki Merih agazesini biinyad etmi§ idi. Onun ^a- 
kirdi de Acemistana gitmi§, bakmi§, dinlemi§ ki Merih'in agazesi ile meluf¬ 
durlar, vilayetin adi Ac, Padi^ahin adi Cem tabir olunur imi§. O vilayet de 
Merih agazesine makam oldu. 

Ona kezalik Er hiikema ki Mii§teri agazesini biinyad etmi§ idi. Onun §a- 
kirdi de Hindistana gitmi§ ve bakmi§, dinlemi§ ki Mii§teri’nin agazesi ile 
melufdurlar, vilayetin adi Sehen denir imi§ ve Padi§ahin adi Tahir ve bu vi¬ 
layet de Mii§teri agazesine makam oldu. 

Ona kezalik Ser hiikema o ki Zuhal agazesini biinyad etmi§ idi. Onun 
§akirdi de Habe§istana gitmi§ ve bakmi§, dinlemi§ ki Zuhal’in agazesi ile 
meluf olmu§lar. Padi§ahin adi Evca denirmi§ ve §ehirin adi Dani. Bu vilayet 
de Zuhal agazesine makam oldu. 

[ 18 a] i§te, §ahim, hikmete dair bir §ekildir bu nice ki o yedi hiikema o 
yedi felegin haliyle hallenmi§ idiler ve §akirdleri dahi iistadlarm haliyle hal- 
lenmi§ idiler ve iistadlarm gibi hal sahibi olmu§lar idi ki her ne zaman veda- 
la§dilar ve ayrildilarsa hirer semte bunlar da mabeynlerine kiirre birakma- 
dilar. Goya herkesin iistadi beraber imi§ de, herkes kendi biinyad etti^ aga- 
zenin makamini bulmu§ ve de^l bir iistadm §akirdi. O bir iistadm biinyad 
ettigini bulmu§, ya hemen herkes kendi iistadinm biinyad ettigi agazenin 
makammi bulmu§. i§te §akird boyle olmah ve hem bu §akirdlerin isimleri: 
Beha, Enis, Ilyas, Feridun, Esedi, Hut. 78 ] 
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Ve bunlarm igin de Esedi hiikema iptida kanimu icad etmi§,79] ve resi- 
mini bir vilayetin resminden almi§ ve o vilayetin adi Kanunumu§ ve telle- 
rinde o yedi agazenin kisimlarmdan ahenk etmi§. 

Ona kezalik Feridun hiikema tig yliz tig yil ya§ami§. Bu da genk sazini 
icad etmi§,80] resmini bir ku§dan almi§ ve o ku§im adina Multanca genguni 
derler imi§ ve yedi agazenin iigunii eder imi§ segah, diig^, rast. l§te bu tig 
agazeyi miikerrer ederek agaze eder imi§. Feridun hiikema gormu§ ki bu 
ku§ bir dahn listline konmu§, bu agazeleri eder imi§. O zaman dali ile ku§u 
beraber resim eylemi§ ve saz yapmi§ ve asilmdan sazin adi genguniye imi§ 
ve ondan galat genk demi§ler. 

Ve Hut hiikema gobanlarm galdiklari tulumu icad etmi§81] ve onun res¬ 
mini de adamdan almi§ zira kendi eylendigi §ehirde kameti kisa, boysuz saz 
ve tiknaz ve boyusuz ve biri kisa ve topuklari buduna yapi§mi§ik ve ba§i gbv- 
desine yapi§ik ve mukallit sukunda bir adam varmi§. Hut hiikema da tulu- 
mun resmini o adamdan almi§ ve tulumu icad etmi§. 

Ve 0 yedi agazelerin blgiilerinden ahenk etmi§. Bundan sonra bazi saz- 
lar da bbyle icad etmi§ler, §ahim, zira bu sazlarm perdesi yokdur, ya hemen 
yedi agazesinin ahenginin tellerine girmi§ler ve o yedi agazeden almi§lar. 
Zira yedi agazenin dik pesidir. Kanun ve genk sazin ahengi ki o yedi kisim 
biinyad ettikleri bunlardan almi§lar ve hMaya, fimdiye dek ve h^a byle kul- 
lamyorlar, eger kanun, eger genk ola nimsiz saz ola, yahud §ube, yahud nazi- 
me her biri birinden agmadir. 

Ve bundan sonra altida tekrar bunlarm §akirdleri zuhura gelmi§ ve on- 
larin adlari bu imi§: Turhan, Cuneyid, Muzis, §ahipeder, Navza, Heyaz,82] 
Lakin ileride zikr ettik ki Feridun hiikema iig yliz iig sene ya§adi. Turhan da 
Feridun hiikemanm §akirdimi§. Lakin Turhan Feridun’a intisab ettigi za¬ 
man elli iigiinde imis. Amma Feridun Turhani gayretle sahab-i riyazet et- 
mi§, iistadindan gbrdiigii ve i§ittigi gibi ve iistadindan altmi§ yedi sene ziya- 
de ya§ami§ Turhan ve her kanunu icad etmi§, [18b] ve resmini bir dagdan al- 
mi§ sazina komu§, <o dagin adim> zira o dagin adma Orga83] derler imi§ ve 
bu hiikema gok ya§amadan gbzleri kalmi§, alii olmu§ bakmadan Navza bak- 
masini bu icad etmi§ [sic]. Zira Zat hiikemadan ta Feridun'a gelince bu hii- 
kemalar bir hastamn yiizune bakdilar gibi hangi felegin ve hangi burucatin 
htikmundedir o hasta duyurlar imi§ ve o hastamn suyu mu galip yahud top- 
ragi mi galip, havasi mi galip, yahud ate§i mi galip bir bak§ilan te§ahhus 
ederler imi§ ve ona gore hangi ot ve hangi ilag tesir eder o hastaya. i§te boyle 
hiikema imi§ler bunlar ve Turhanin, §ahi dedenin, Ciineyidin ve Nav- 
za’nin hareketlerinden iig usul icad etmi§: sofyan, evfer, yiiriik semai. 

Ve tekrar edvar agan iistadlar dediler ki bu alti hiikema: Turhan, Ciine- 
yid, Muzis, §ahpeder, Navza, Heyaz. Bu altisi bir yere geldiler,84] dediler ki 
‘ bizim iistadlarimiz o alti agaze ile meluf olan vilayetleri buldular <biz de 
tistadlarimizi o agazelerin bulduklari vilayetleri> hirer §ube baglayalim ki 
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ve 0 vilayetin de adini koyalim. Hem o vilayetin Padi§ahi her kimise onun 
adini da koyalim o §ubenin ismine ve makam deyelim musikide eyi nereden 
alalim/ dediler. 

Qiinku §erefi evinde agazelerini degi§dirirler felekiyatlar.85] O agaze 
nisbetin o agazeye miinasib daha agaze biinyad ederiz de musikide makam 
deriz, hem o agazesini <de^§digi> degi§idigi mahalde olan burucata o yapil- 
mi§ an [...] [sic] dediler ve yapdilar yedi de Kamer Seratan evinde kendi aga¬ 
zesini eder. Sevir evinde vardigi gibi §erefi sebebine gayr agaze peyda olur. 
Kamerde o agazenin ismini rehavi kodular. Hem Padi§ah adidir, hem vila¬ 
yet adidir. Yoksa burucatda agaze yokdur. Ve Sevir burucat da burc oldu ve 
rehavi makamina oldu. 

Ona kezalik Utarit Cevza evinde yine kendi agazesini eder. Sunbiile evi- 
ne vardigi gibi gayr agaze peyda olur. Utarit’den §erefi sebebine o agazenin 
ismine muhayyer kodular <ve muhayyer>. Hem Padi§ah adidir, hem vilayet 
adidir, Yoksa burucat da agaze yokdur. Lakin sunbiile muhayyer makami¬ 
na burc oldu. 

Ona kezalik Ziihre Sevir evinde kendi agazesini eder. Hut evinde vardi¬ 
gi gibi §ubeden gayr, agaze peyda olur. §erefi sebebinde o agazeye §ehnaz 
dediler. Hem Padi§ah adidir, hem vilayet adidir. Yoksa burucatda agaze 
yokdur ve Hut §ehnaz makamina burc oldu. 

Eger §ems’i sorarsan, o her hangi burucata varirsa agazesini bozmaz, 
yine kendi agazesini eder. 

Ona kezalik Merih Haml evinde kendi agazesini eder. Cedi evine vardi¬ 
gi gibi gayr agaze peyda olur. Merih'den §erefi sebebinden o agazeye acem 
dediler. Hem Padi§ah adidir, hem vilayet adidir. Yoksa burucatda agaze 
yokdur ve Cedi acem makamina burc oldu. 

[19a] Ona kezalik Mu§teri Kavis evinde kendi agazesini eder. Seratan 
evine vardigi gibi gayr agaze peyda olur. Mu§teri’den §erefi sebebinden o 
agazeye tahir dediler. Hem Padi§ah adidir, hem vilayet adidir. Yoksa buru¬ 
catda agaze yokdur ve Seratan tahir makamina burc oldu. 

Ona kezalik Zuhal Cedi evinde kendi agazesini eder. Mizan evine vardi¬ 
gi gibi gayr agaze peyda olur. Zuhal'den §erefi sebebine o agazeye gerdaniye 
dediler. Hem Padi§ah adidir, hem vilayet adidir. Yoksa burucatda agaze 
yokdur ve Mizan gerdaniye makamina burc oldu. 

Bu sohbeti bir hub dinledi ve gayet haz etti Tahmaz Kulu ve dedi 
rekabinda olan sevgili dostima ki adi Mirza Zeki denir idi.SGJ Mirza Zeki : ne 
acaib salih adam imi§ler bu hiikemalar ki bu kadar ilim taiisil etmisler ve 
hakikatli adam imi§ler ki ilstadlarimn gezdikleri memleketlerin Padi§ahla- 
rin isimleri batmasin deye makam biinyad etmi§ler ve o Padi§ahlarin ve vi- 
layetlerin isimleri komu§lar makamatlara ki hala §imdiyedek soylenir, 

Tahmaz Kulu sordu ki, '§erefi ne manayadir?' Dediler edvar agan iistad- 
lar. ‘§ahim, §erefi o demek ki felekiyatlar kendi evinde §ahdir. §erefi evine 
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vardigi gibi o zaman, §ahim, §ah olur.87] 

Ve bimdan sonra Tahmaz Kulu sordu Iran ustadlarma ki 'sizin edv^la- 
rinizda da var mi?’ bu iistadlarin tarif ettikleri sohbetler. Iran tistadlari ce- 
vab ettiler. 'Efendim, bazilari var, bazilari yok. Amma i§itmi§iz tistadlari' 
mizdan tarif ettikleri gibidir.’ Tahmaz Kulu sordu, 'nigin hepsi yok sizin ed- 
varlarinizda?’ Iran iistadlar dediler. 'Efendim, bu kadar ceng ve bu kadar se- 
fer oldu, kirk yildan beri edvar mi kalir,’ dediler.88] 01 zaman Tahmaz Kulu 
murahhas etti bunlari, Variniz, imdi biri birinizin edvarlarmdan yaziniz ve 
bildiklerinizi biri birinize ve me§k ettinl’ i§te biz de orada bulunduk ne ki o 
Ktigtik Arutin kimesne de bu meclisde bulunmu§ ne ki gormu§ ve ne ki i§it- 
mi§ ise yazmi§. Bu edvarda tarif eder talib olan igin. 

Ve bundan sonra Tahmaz Kulunun huzurundan murahhas olduk, gadi- 
rimiza geldik ve ba§ladik musiki ilminden musiki cevab sormaga ve dani§- 
maga bu tistadlara ve onlarda bu iistad Arutine demi^ler ki sizin bildiginiz 
ne §ekildir bu ilm-i musikinin hakina biz de o devenin nakilini ettik. Vafir bi- 
zim ustumiize ve gulu§duler, dediler ki devenin yiyememesi ile su igmesi ile 
musiki mi olur, lakin bazi §ubelerin ismine sordular ve nagmesini ettirdiler. 
Biz de tistadimizdan gordugumtiz gibi icra ettik, haz ettiler ve kendi edvar- 
larinda yazdilar. 

Ve biz de tekrar sorduk bu ustadlara ki ‘makam oniki de ilmi bile, oniki- 
dir’ dediler... Dedim ki 'ya. §ahin huzm^ununda altisim vasif ettiniz, ya o ka- 
lan alti makam ki biinyad [19b] etmi§’ dediler bize ustadlar.89] 'Zat htike- 
madan tak Sukrat ve Kelan ve §it gelinceye dek derler imi§ ki felekiyatlar 
§erefi evinde agazelerini degi§dirirler Htibutu evinde degi§mezler, evci 
evinde de de^§mezler, kendi evinde de de^§mezler, kendi agazelerini eder- 
ler. Fakat §erefi evinde degi§dirirler. Ancak yedi agazeden harig agaze et- 
mi§ler, felekiyatlar §erefi evinden gayri,’ demi^ler Iistadlar. Lakin Sukrat, 
Kelan, §it, bu ustadlara kar^i gelib demi^ler ki felekiyatler §erefi evinde de 
htibutu evinde de ve evci evinde de degi§dirirler. Fakat kendi evlerinde de- 
gi§mezler. Sukrat, Kelan, §it ve bu ytiz htikemaSO] da alti makam btinyad 
etmi§ler ve o eski tistadlarin alti makam btinyad etmi§ler ve o eski tistadla- 
rin alti makam btinyad ettiklerine nisbetin o eger ne eylen ne dersen. Onla- 
rin rehavisine bunlar da penggah makamini btinyad etmi^ler. Ona kezalik 
onlarin muhayyerine de bunlar da saba makamini btinyad etmi§ler. Ona ke¬ 
zalik §ehnazina bunlar da hicaz makamim btinyad etmi^ler. Ona kezalik on- 
larm acemine bunlar da Isfahan makamini btinyad etmisler. Ona kezalik 
onlarin tahirine bunlar da buselik makamini btinyad etmi§ler. Ona kezalik 
onlarin gerdaniyesine bunlar da bestenigar makamini btinyad etmi§ler. 

Hatta Heyaz htikema Ctineyidin §akirdi imi§. Tak bu tig htikemamn 
vaktine yeti§mi§ ihtiyarligmda ve bu ytiz htikema gorti§mege varmi§lar. 
<Heyaz htikemaya> Heyaz bu yliztine demi§ ki Sukrat’a, Kelan’a, §it’e, 'siz 
makam ve saz btinyad etmi§siniz, zira oyle i§ittim bizim tistadlarimiz, her 
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ne makam btinyad ettilerse onlara hirer burc da tayin ettiler. Siz nasil burc 
tayin ettiniz?' Ve bu ugii dediler ki ‘ Zuhal Haml evine vardigi zaman, gayr 
agaze peyda eder. Htibutu sebebine Mu§teri Delv evine vardigi zaman gayr 
agaze peyda eder. Hiibutu sebebine Cevza evine vardigi zaman gayr agaze 
peyda eder. Evci sebebine Merih Esed evine vardigi zaman gayr agaze peyda 
eder. Evci sebebine Zlihre Hut evine vardigi zaiman gayr agaze peyda eder. 
Evci sebebine Utarit Akreb evine vardigi zaman gayr agaze peyda eder. Evci 
sebebine Kamer Kavis evine vardigi zaman gayr agaze peyda eder. 

i§te bu deniyor bestenigar Hambe verdik, buselik Delv’e verdik, Isfa¬ 
han Esed’e verdik, hicazi Cevza’ya verdik, sabayi Akrebe verdik, penggah 
Kavise verdik.’ Bu iig hiikema dedigi 'hiibutu evci sebebine verdik bunlari.’ 
Heyaz dedi ki 'bu tig htikemaya hubut da ve evcin de hig agaze olurmu§, zira 
bizim ustadlarimiz demi§ler ki felekiyatlar hem hlibut olan evde hem evci 
olan evde agazesini bozmaz, yine kendi agazesini eder, zira eger hiibutun da 
ve evcin de agazelerini degi§dire edeler.’ Ustadlarimizdan biz de i§itmi§ bu- 
lunurduk. O ki Kamer Seratan evine kendi agazesini eder ki $erefi evinde 
[20a] agazesini degi§dirir eger hubutu iginde ve evci evinde dahi degi§direye 
idi, demezler idi listadlarimizin. Ustadlar ki felekiyatlar bir ttirlii agaze 
eder hem Seratan evine, hem hiibutun evinde, hem evcin evinde kendi aga¬ 
zesini etmesi igin onun igin,’ dediler. ‘Hilbutunda da ve evcinde de ve evinde 
de bir turlii agaze eder ve iki tiirlil agaze etmez. Fakat §erefL evinde degi§ir.’ 
Bu bizim listadlarimizin listadlan oyle tarif etmi§ler ki o yedi felegin agaze- 
si gokyiizunde oyle miihib agaze eder imi§ ki adami degi§ir alirmi§. Gokyii- 
ztintin zi 3 meti imi§ o agazeleri.’ Ve Sukrat, Kelan, §it, Heyazin bu sohbetini 
haz etmi§ler ve demi§ler Heyaz’a ki ‘biz de ihtibaren makamatlarimizi bu 
burclara veririz.’ Heyaz haz etti, bu tig hiikemadan nigin ki kar§i gelmemi§- 
ler. Sonra bimlara ba§lami§ Heyaz nakl etmeye ve demi§ ki ogullar biz bu al- 
ti makam iistadlarimiz ile btinyad ettigimiz zaman hep bir yere geldik itti- 
fak ettik. Malumuz ki, o ki kimimizin ate§i galib,91] kimimizin suyii galib, 
kimimizin havasi galib, kimimizin topragi galib. O galib olan tabiyatimiza 
derler agaze baglayalim ve makam deyelim ve ismini de o makamin o Padi- 
§ahin ve vilayetin adini koyalim ve feleklerin tabiyatma zit olan agazeyi 
baglayalim dedik ve bagladik ve boyle bagladik. 

Turhan iistadimizin ate§i galibidi rehavi agazesini btinyad etti ve adini 
rehavi koydu ki rehavi Padi§ah ve vilayet adidir, hem rehavi agazesi de ate- 
§idir. Ona kezalik Ctineyidin de tabiyati abi idi, bu da muhayyer makamini 
btinyad etti zira muhayyer agazesi abidir. Ona kezahk Muzis bunun da tabi¬ 
yati badi idi, bu da §ehnaz agazesini btinyad etti, zira §ehnaz agazesi de ba- 
didir. Ona kezalik §ahipederin de abisi galib idi, bu da acem agazesini btin- 
yad etti ve acem agazesi de abidir. Ona kezalik Navzanin da tabiyati haki 
idi, bu da tahir agazesini btinyad etti, zira tahir agazesi hakidir. 

Ve kendine gelince Heyaz hiikema kendi igin sual etti Sukrat’a, Kelan’a, 
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§it’e, ki sakin glicenmen maksut imtihan degildir, hemen §oyle soralim ki 
ben ne tabiyattayim. Sukrat, Kelan, §it bir birine baki§tilar, cevab vermedi- 
ler. ‘Nigin cevab vermediniz?’ dedi bu iiqilne Heyaz. ^Efendim/ dedi Sukrat, 
‘galiba tabiyatiniz badidir/ dedi. Haz etti bundan Heyaz ve ‘aferim’ dedi. 
‘Qok biiyuk hlikema olacaksm, sen selefden gegen listadlarimiz gibi dedi.' 
Heyaz Sukrata ve dua etti ve dedi ki ‘biz de i§te gerdaniye agazesini biinyad 
ettik ve makam dedik. Ve hem Padi§ah ve vilayet adidir, hem gerdaniye aga- 
zesi badidir.' Tekrar Heyaz sormu§ Sukrat'a ki ‘Efendim, ne garib i§bu ki fe- 
lekiyata zahmet gekmi^ler? Selefden geqen iistadlarimiz bu yedi agaze igin 
e^yada vardir.' Ya dedi Heyaz Sukrat'a, ‘Oglum, eyi sbyledin, lakin e§yada 
oian bir kararda [20b] degil, kari§iktir §u §udur, yahud §udur/ deyi, anla- 
mayadilar onun igin felekiyati muba§eret ettiler, zira felekiyat bir duziiye 
yurur. i§te o yedi agazenin bozuklugunu felekiyatta buldular, ki herkes ken- 
di evinde bir dtiziiye agaze eder ve biinyad ettikleri kisimlardan dahi isbat 
ettiler. Ve bu Heyaz'in sohbetinden haz etti Sukrat ve temenna etmi§ Suk¬ 
rat Heyaz hukemaya. i§te alti makami da bunlar biinyad etmi§ler deyi vasif 
ettiler, bu edvar agan ustadlar yazdi iginde. 


[CHAPTER 10] 

Gelelim bir dahi babe ki tanbur vasif eder.92] 

Sordum bu ustadlar a ki ‘acib bu ytiz hiikemamn biinyad <ettiler> ettik¬ 
leri saz hangisi imi§, ki Heyaz demi§ idi ki saz biinyad etmi^siniz?’ Dediler 
‘miskal §it’in, keman Sukrat, Kelan'm tanbur <Sukratin>. Ve Sukratin 
vaktinde Kebir93] isminde bir hlikema Sukrat ile imtihan olmaga geldi ve 
Sukrata sual etti. Bu Kebir ‘musiki ilminden acib bu ilmin asili ve temeli ne- 
dir?' Sukrat cevab etti ve dedi ki ‘bu ilmin asili ve temeli her ne kadar hare- 
ket edip, cu§a gelib ve agaze eden eger meluf eger e§ya var ise odur temeli ve 
asili.' Sordu Kebir, ‘ya o agaze nedir?' Sukrat dedi ‘sedadir.’ Dedi Kebir, ‘seda 
nedir?’ Dedi Sukrat, ‘musikidir.' Dedi Kebir ‘musiki nedir?’ Dedi Sukrat, ‘ni- 
dadir.’ Dedi Kebir, ‘nida nedir?’ Dedi Sukrat, ‘len teranidir.’ Dedi Kebir ‘len 
terani nedir?’ Dedi Sukrat, ‘gbriinmez.’ Dedi Kebir, ‘goriinmez nedir?’ Dedi 
Sukrat, ‘senin igerinden bu sual edenigi gore bilir misin.’ Dedi Kebir ‘gbre- 
mem?’ Sukrat dedi, ‘ya inkar edebilir misin?’ Dedi Kebir, ‘ne inkar edebili- 
rim, ne gorebilirim?’ Dedi Sukrat ‘i§te agaze de onun gibi goriinmez ve bizim 
tanburumuzun agazesi de goriinmez, ancak ne soyledigini erbabi kemal an- 
lar.’ Dedi Kebir, ‘tanburda midii*, perdede midir, telde midir, o mizrabda mi- 
dir?’ <dedi> Dedi Sukrat, ‘tanburda da var, perde de var, tel de de var, miz¬ 
rabda da var, sende de var, bende de var.’ Dedi Kebir, ‘ne demekdir bu?’ Dedi 
Sukrat Kebire ki ‘sen bu lakirdilar edeyorsun eden ruh mudur, yoksa ten mi¬ 
dir?’ Dedi Kebir, ‘ruhdur.’ Dedi Sukrat, ‘ya tensiz ruh soyleyebilir mi?’ Dedi 
Kebir, ‘sbyleyemez.’ Dedi Sukrat, ‘ya ne §ekildir?’ Dedi Kebir, ‘ten alatdir.’ 
Dedi Sukrat, ‘i§te ne §ekil ten alatdir.’ 
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imdi bizim tanburumuz da alatdir, ben o alata ruh olurum da harekete 
getiririm ve cu§a getirib agaze ettiririm, <saza> sazin cam sazendedir. I§te 
senin de tenin saz olmu§, ruhuna nasil istersen harekete getirirsen ve turlti 
turlii agaze ettirirsin ve hem yedi agazeden harig agaze ettiremezsin ve hem 
bu yedi §ey ile icra edersin iptida insamn girtla^ yedi ruhudur perde gibi ve 
nefesi de yegahdir ve nefesini ne zaman girtla^na[21a] kistinrsa ol zaman 
renk be renk agaze eder ve girtlagina kisdirmazsa tiirlii be tlirlii agaze ede- 
mez ve ufak girtla^ dahi nimleri icra eder ve hem sohbetde dahi yedi §ey ile 
icra olur. Iptida iki dudak biri birine vurmakla ikincisi di§ vurmakla, 
cusii dil ^arpmakla, dorduncusii damak, be^incisi kiigiik dil, altmcisi girt- 
lak, yedincisi akcigerin agilib kapanmasi. O akcigerinde ki seda yegahdir ve 
sende ne kadar agaze var ise tamam tanburda da var, zira biz tanburu vticu- 
du insandan aldik, zira insan diinyayi saniadir ve nlishayi klibradir, zira 
dtinyada her ne varsa insanda vardir, eger me^rebde, eger mezhepde. i§te 
boyledir tamam mahlukdur insan. 

Sordu Kebir, ^nice dediniz ki diinyayi saniadir insan ve niishayi kiibra- 
dir?’ ‘Zira diinyada yer var^ gok var, yildizlar var ve felekiyatlar var, burcu- 
atlar var, nice diinyayi sania olur insan,’ dedi Sukrat. dnsan’, dedi, Var yer, 
gok ve felekiyatlar ve yildizlar. Sana bir §ey sorayim/ dedi Sukrat.‘ Biz diin- 
yamn iginde miyiz, di^indan miyiz?’ Dedi Kebir ‘igindeyiz.’ Dedi Sukrat, ‘size 
iqim soyleyeyim, ig yard bu ki insamn vticudu gokdiir, yiiregi ki ortada mual- 
laktir, yerdir. 

‘O fikirler ki vilayet be vilayet, semt be semt, gezer onlar felekiyatlardir 
0 [...] buhari da bulutlardir, o ylire^n darihb da kabarmasi igerinin ki§ mev- 
simidir. O giiliib safa etmesi yaz mevsimidir, o yiiregin ihata etmi§ yedi da- 
marin dordii derya ve irmaklardadadir. O kalan iig damarlarm biri tulum- 
badir bu geri kalan iki damarin tabiyatlaridir biri celal sifatdir, biri cemal 
sifatdir. 0 tulumba olan damarin tabiyati hem celal sifatdir, hem cemal si¬ 
fatdir. O celal sifat olan kabardigi gibi, o tulumba olan damar onunla birlik 
olur, onun celalini gogaldir, o cemal sifat olan damar kabardi^ gibi o tulum¬ 
ba olan damar da onunla bir olur cemal tarafim gogaldir. O tulumba olan da¬ 
mar goz damaridir ve kulak damaridir. Her ne ki di^ardan gortib <i 9 edirse> 
i^eri ise, aks eder. Bu lig damarin bir ucu yiirekdedir, bir ucu ba§dadir. O tu¬ 
lumba olan damar di§ardan i^itmek ve gulmek gorur tulumba gibi ^eker, yli- 
rekten giiler di^ardan anlamak goriir tulumba gibi yiirekdir anlar,’ dedi 
Sukrat. 

Imdi iptiza etti sana di§ yaninda anlatmak. Iptida anasir da toprak ki 
altinda durur agirligi igin ve topragin iistune su durur ve suyun listiine hava 
ve havamn listiine ate§ ve ona kezalik insan da dahi bu nizam ila cem olmu§- 
dur ve hem diinyamn topragi goglin ortasmdadir ki ona zemin denir <onun 
ona zemin denir> onun altinda gok iistiinde gok. Altmdan hava kaldirir iis- 
tiinden hava kaldirir, ayni [...] ona gamur gibi ki muallak da kalir, toprak in- 
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sanda paye onun gibi toprak zeminine qeker suyula beraber ve hava da i^eri- 
de ki ate§i kabardir ve yokari ^eker ve yokari ^ekmesi i^in ve a§agi gekmesi 
igin insan dahi dogru durxir, selvi gibi ve insaiun [ 21 b] ba§inin mudewerligi 
semaya i§aretdir ve ba§inda ki yedi delik yedi felekiyata i§aretdir ve insanin 
viicudu oniki pargadandir. O da oniki burca i§aretdir ve insanin 119 3012 alt- 
mi§ be§ oynaklarin yeri. O da senenin tig 3012 altmi§ be§ guntine i§aretdir ve 
kemikleri ta§lara, kayalara i^aretdir ve 0 ufak kiUar yer 3 ^zunde biten otla- 
ra i§aretdir ve 0 ba§inda ki saglar ormanlara i§aretdir ve sakalin sag)an da 
ulu agaglara i§aretdir, nefesi de rtizg^a te§bihdir ve karmmiz da dereye te§- 
bihdir ve tenimiz de topraga te§bihdir ve hem diinya ne §ekil, bir demir ka- 
zikdir. <0 kazik yere degdiginde> 0 bir demir kazik yere degin varincak ne 
kadar ise bo 3 ai ol kadardir, yeni giin dog^i§imdan glin bati§ina dek. i§te onun 
gibi insan da kafasmdan <tak> topuguna tak ne kadar ise, iki elin orta par- 
maklarin saglarmdan olgesen bes beraber gelir. Bu kayik diinya ne §ekil mti- 
dewerdir onun gibi insanda ilm-i hendese de mlidewerdir ve bizim tanbu- 
rumuz da insana te§bihdir,94] zira bir olmasi igin teknesi ba§ina te§bihdir, 
kolu vlicuduna te§bihdir, perdeleri girtlagina te§bihdir. Dort teli de ylire- 
gindeki dort damarma te§bihdir ve be§inci tel de adamin nefesine te§bihdir. 
Nice ki adam bir nefesi ile bu kadar makamat ve nagamat icra eder. Biz de 0 
bir teli arza verdik sebebi bu ki 0 bir tellere de makamat ve nagamat icra 
olur, ancak sesi hem a§ikar, hem hlisyan vermez insamn viicudu neye, ne §e- 
kil yedi felekiyatin hasilati gorlinlirse, <Ona kezalik bizim tanburumuz da 
dahi yedi felekiyatin hasilati gorlinlirso Ona kezalik bizim tanburumuz da 
dahi yedi felekiyatin hasilati gorlinlir, zira biz bunu viicudu insandan aldik. 
Bu sohbetin resmine dikkat etsin talib olan. 

[CHAPTER 11] 

Gelelim bir babe dahi. 

Tekrar Sukrat hiikemaya sordu Kebir ki 'insan da gok olmak isbat ettin, 
ya bu tanburun go^95] nerede yeri nerede?’ 01 zaman Sukrat tanburun re- 
simini gizdi, iki ba§ini bir yere getirdi. T§te,' dedi, 'teknesi arza i§aretdir ve 
kolu semaya teller! felekiyata nim perdeler de burucatlara ve o perdelerin 
katkat baglari da derecelere te§bihdir ve hem tanburumuzun kolu goglin se- 
vabit katina te§bihdi, zira ne §ekil sevabit kati yekp^e, §e§hane §e§hanedir 
ve sokak sokakdir ve yildiz cemiyetidir ve onun gibi tanburumuzun kolu da 
perde cemiyetidir ve 0 parmaklar ki a§agi 3 aikari gezer, felekiyatlarin burc- 
dan burca gezmesini te§bihdir ve ne §ekil felekiyatlar burcdan burca gezdik- 
leri vakit zuhuratlar olur onun gibi 0 parmaklar da o perdeler de gezdigi za¬ 
man, turlti tlirlii makamatlar, ttirlii tlirlti nagamatlar <ve nagamatlar> zu- 
hur eder. 

Ve bu kamil sohbeti i§ittigi gibi Kebir Sukratin ayagina vurdu ve 'beni 
kabul eyle §akirdlige’ dedi ve kabul etti ve Kebir de bir hazik htikema oldu, 
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ve Allahperest oldu. Kebir ve hem ilm-i musikiden bazi §ey icad etti. Biz bu 
sohbeti iistadlann edvarinda dinledik ve resimlerini de gordtik destelidi. 
Onlarin resiminde ve hirer de felek resimi yapmi§lar idi tellerin iistiinde. 
[22a] Lakin bizim tanburumuzun teli sekiz96] bulimdugu igin yedisini fele- 
kiyata verdik ve birine de arza verdik ki yegahdir. O bu tarifimizin resmi o 
bir gaha da olunmu§dur, bir eyi dikkat eyle. 


[CHAPTER 12] 

Gelelim bir babe dahi kim agazeniii serefini htibutunu ve evcini bey an 
eder talib igin.97] 

§eref nedir, hiibut nedir, eve nedir dersen? Bu §eyi misal idelim, bir kag 
ahbab bir yere gelib tabiyatta bunlar biri birine uygun ve muhableri de biri 
birine uygun ve me^rebleri de ve mezhebleri de uygun. Ancak bunlarin rengi 
de ve kimisi sari ise, kimisi siyah gehre, kimisi bugday gehre. Tabiyatlari uy¬ 
gun oldugu igin o §eref meclisidir. Bu ilm-i musikide de taksimde olur. Bun¬ 
lar bu §eref hiibut evci dedigimiz ehl-i nilcum olmah ve sazende olmali ki 
zevkiyatin oku bunlarin birisini bilib, birisini bilmese zevkiyat olmaz. Zira 
yedi felegin ki gok 3 hiztmde onlar biri birisin evinden nice ki o §erefi alirlarsa. 
0 §eref aldiklari yer, felekiyatlarin taksim yeridir. Qok tlirlii ttirlii zuhurat- 
lar olur, onda ve renk be renk agazeler olur, lakin yedi agazeden hariede ge- 
lirse, ana sual[sic] listadlarimiz bu sazda bu taksimi icad etmi§lerdir eve bu 
kadar nagamat> ve bu kadar nagamat ve bu kadar §uabat zuhur eder, zira 
bu ilm-i musiki felekiyatlardan harig de^ldir. ‘Bizim agazemiz,’ dedi, Past 
agazesinin ahenk teline nevaya evine vardikda §eref evi olur o ahenk teli de 
rast agazenin felekiyati olur. Yedi agazenin ahenk teli de bunun gibidir. 
Gerdaniye rast agazenin eve evidir, rast agazesinin ahenk teli rastdan hil- 
butu olur. Musikide de hiibut pes demekdir, ehl-i niiciim de algak demckdir. 

Eve nedir dersen? Musikide dik de demekdir, ehl-i niicum da yliksek de¬ 
mekdir. §eref demek, o demekdir ki tabiyatta uygun oldugu igin birisi ta- 
mam rast agaze etse, birisi tamam neva agaze etse, bir nefesde ikisi iiflese- 
ler. §u ne vardir? §u rastdir,’ deyemesin. Oyle uygim ki musikide de buna §e- 
ref evi derler: dugahin §eref evine de huse 3 aii evidir, evci evi de muhayyer 
evidir, hiibutu evi de dugahin ahengidir, segahin §eref de evig agazesinin 
evidir. Evci evi de tiz segah evidir, hiibutu evinde segahin ahengidir, 
gargahin §erefi de gerdaniye agazesinin evidir. Evci evinde tiz gargahdir, 
hiibutu evi de gargahin ahengidir. Nevanin §erefi de rast agazesinin evidir, 
evci evi de tiz neva evidir, hiibutu evi de yegahdir. Hiise 3 aii §erefi de diigah 
agazesinin evidir, evci evi de tiz hiise 3 aiidir, hiibutu evi de a§irandir. Evicin 
§erefi de segah agazesinin <evidir> evidir, evci evi de tiz evigdir, hiibutu evi 
de arakdir. 
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[22b] [CHAPTER 13] 

Gelelim bir babe dahi kim.98] 

Bu ilim ilm-i rakamdan, ilm-i hendeseden, ilm-i nticumdan, ilm-i tib- 
dan, buyiikdiir ve eweldir, zira musiki agazedir ve agazesiz big bir §ey lisa- 
na gelmez ve hareketsiz bir §ey viicuda gelmez. Bir §e 3 dn ki agazesi yokdur, 
kendi de yokdur ve oltidiir. Nice ki ve o evvel ki dedigimiz ve o dbrt ilim de 
musikinin igindedir. Musikiye o dort ilimdir, lezzet veren ve dbrdii de icra 
olunur, Musikinin ilm-i rakam budur: darbifetih kag darbdir, hafif kag darb- 
dir, genber kag darbdir beyan eder, zira o darblar rakamdir musikide, I§te 
bizim musiki de ilm-i rakam budur. 

ilm-i hendese de usulumuzdur, zira kag nagmeden bir tprliib olur ve kag 
terkibden bir usul olur ve dolayi bizim usulumuz de beyan eder. Ona kezalik 
ilm-i niicumda da nice ki bir felek bir burcdan, o bir burca gider tiirlii tiirlii 
zuhuratlar oldugu gibi bizim musikimizde de hiiseyni agazesi buselik ugra- 
yub a§iran karar ederse, ona buselik-a§iran derler. 

Musikide ilm-i nticum budur. Amn gibi buselik perdesi hiiseyni agazesi- 
ne burc oldu ve oluyor i§te musikinin zuhurati budur. Ona kezalik ilm-i tib- 
da da hiikemamn hastaya dedigi gibi ki sana filan maalice tesir eder ve ya- 
hud filan maalice tesir etmez. Dedigi gibi bizim musikide de siyah gehrede 
Isfahan sabayi tesir eder sari§ina da mahur, tahir tesir eder bugda}^, gehre- 
deede, hiiseyni evig tesir eder. i§te musikide ilm-i tib budur demi§ iistadlari- 
miz talib icin. 


[CHAPTER 14] 

Gelelim bir babe dahi kim99] 

ileride Hind ve Turhan iistadlarin tarifinde dediler ki Frengistan rast 
agazesi ile melufdur ve Iran iistadlar da dediler ki degil ki salt agazelerin 
rast agaze ederler, ne sekil sohbet etmi§ler dahi ve ah§veri§ etmeleri dahi 
bir saz ile yoklasan, rast agazesi ile sohbet ederler ve iistadlanmiz ol kadar 
te§his etmi§ler ki ve geki§meleri dahi rehavi makaminda geki§irler ve o ge- 
ki§melermden sonra en son bari§malan olur. Bir yere gelib arz-i hulus ettik- 
leri zaman bir birine penggah makaminda arz-i hulus ederler boylece ma¬ 
lum ve beyandir. 

Ve Tiirkistan’da sohbet etmeleri dahi ve ah§veri§ etmeleri dahi bir sazi 
ile yoklasan diigah agazesi ile sohbet ederler ve iistadlarimiz ol kadar te§his 
etmi^ler ki ve geki§meleri dahi muhayyer makaminda geki§irler ve o geki§- 
melerinden sonra en son bir ban§malan olur. Bir yere gelib arz-i hulus et- 
tikleri zaman bir birine saba makaminda arz-i hulus ederler. 

Ve ona kezalik Arabistanda sohbet etmeleri dahi ve ali§veri§ etmeleri 
dahi bir sazi ile yoklasan seg^ agazesi ile sohbet etmi§ler <ve etmi§ler> ve 
iistadlanmiz ol kadar te§his etmi§ler ki ve geki§meleri dahi §ehnaz maka¬ 
minda geki§irler ve o ki [23a] geki§melerinden sonra en son bari§malari o]ur. 
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Bir yere gelib arz-i hulus ettikleri zaman bir birine hicaz makammda arz-i 
hulus ederler. 

Ve ona kezalik Acemistan bizim memleketimizdedir sohbet etmeleri da- 
hi ve ali§veri§ etmeleri dahi bir saz ile yoklasan neva agazesi ile sohbet eder¬ 
ler ve listadlarimiz ol kadar teshis etmi§ler ki ve geki^meleri dahi acem ma- 
kaminda geki^irler ve o geki^melerinden sonra en son bari§malari olur. Bir 
yere gelib arz-i hulus ettikleri zaman bir birine Isfahan makammda arz-i 
hulus ederler. 

Ve onlara kezalik Hindistan ki sizin memleketinizdir sohbet etmeleri- 
niz ve ah§veri§ etmeleriniz dahi bir saz ile yoklasan htiseyni agazesi ile soh¬ 
bet edersiniz ve iistadlanmiz ol kadar te§his etmi§ler ki ve geki^meleriniz 
dahi tahir makammda geki^irsiniz ve o geki^melerinizden sonra en son bir 
bari^malarimz olur. Bir yere gelib arz-i hulus ettikleriniz zamgm bir birinize 
buselik makammda arz-i hulus edersiniz boyle cemaliyat ve beyan olunur. 

Velhasil onlara kezalik Habe§istan’da da sohbet etmeleri ve ali§veri§ 
etmeleri dahi bir saz ile yoklasan <yoklasan> evig .agazesi ile sohbet ederler 
ve iistadlanmiz ol kadar te§his etmi§ler ki ve geki^meleri dahi gerdaniye 
makammda geki§irler ve o geki§melerinden sonra en son bir bari§malari 
olur. Bir yere gelib arz-i hulus ettikleri zaman bir birine bestenigar maka- 
minda arz-i hulus ederler. 

Bu sohbeti i§ittikleri gibi Hind ve Turan iistadlan Iran iistadlarmdan 
pek haz ettiler ve kalkdilar biri birini ile opu§duler. 

[CHAPTER 15] 

<Gelelim bir babe ki usuller beyan edelim>. 

Gelelim bir babe dahi kim usulatimizlOO] marifetimiz de tarif ettigi pek 
biiylik sayilir, zira bir hanende ve sazende ne kadar ikram ederse usule ken- 
disi de ikram bulur ve bu usule hacet etmeyen talib daim istiskaldedir er- 
bab. Marifet bu husus ve bu 3 drmi dort usulun iginde hep htikemalar ne ka¬ 
dar e§ya var, canh var ise tabiyatlarmdan ve hareketlerinden zuhur etmi§. 
Bu usulatm iginde cem etmi§ler §u tabiyattan zuhur eden hareketleri eger 
hayvanatlann yahud insanin nabizin. Lakin bu usulatlarm hareketlerini 
yuruyu§leri ve reftarlarm igerine nakl edersin ve nutk-u darb edersin bir ey- 
yam gah§magi ile ve me§k ile sonra sen kendin. O usulatlarm yuruyu§lerini 
sen kendi kalbinden ba§ka e§yalarda bulursun ki bu da bir biiyiik safadir. 
Ne §ekil bir adamm lehgesini goriirsiin gok zaman ve sonra ciida dii^ersen o 
adamdan. Lakin onun lehgesi senin fikrindedir ve bir adam dahi gorursiin 
bir yerde ki o adamm lehgesini sana andirir ki sen de giilerek dersin ki §u 
adam benim dostuma ne pek benzer. 

imdi i§te boyle bilesin usullerin hareketlerini ve yuruyu§lerini ne §ekil 
me§hurdur ki devrirevan usulun [23b] <reftar devenin yuruyu§lerini ne §e- 
kil me^hurdur ki devrirevan usulun> reftar devenin yuruyu^iinden almmi§. 
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imdi devenin ylirumesini gordtigiin birle eger devrirevan usulu igerinde var 
isGj ol vakit ba§lar igerinde cevelan eder asil kendi reftari ile ki devenin yii- 
ruyu^li ile beraber gelir ki tahkik insana bir safa gelir boyle olmasi igin. 

Ve hem bu 3 drmi dort usulumuz gecenin ve giinduzun yirmi dort saate 
tesbihdir ve hem iistadlarimiz derler ki insanin viicudundan ahnmi§tir ve 
iginden hlikemalar demi§ler ki bir adam musiki bilmeyence ve bir tabib nli- 
cum bilmeyence ve bir tabib ecza bilmeyence tabib olamaz. Ya musiki ile ta- 
bibligin ne mlinasebeti var, ya bir tabib nabiz bilmeyence ve bilmeden sonra 
ne §ekil olur. Zira 3 drmi dort usulu yirmi dort saate te§bihdedir. Onun igin 
olacakdir ki zira yirmi dort usulun de 3 drmi dort tiirlu yuruyu§u var. Saat 
birden 3 drmi dorde varmcak 3 drmi dort tiirlu olur nabiz . Yirmi dort saatin- 
de, her bir saatinde yirmi dorder de §ubesi var. Onun yirmi dort, dedi, yedi 
felek her bir saatin hizmetinde oldu^ iqin. Onun icin 3 drmi dorte tlirlti onun 
nabizi. Zira onun iqin bir tabib musiki bilmeyence tabib olamaz, demi§ler 
hlikemalar. Ve andan sonra bu 3 drmi dort usul ki usuldan gikmadir, bir ha- 
fif, biri sakil. Hafif candir, sakil can olamaz zira sakil tendir. Zira 3 drmi dort- 
den ziyade olan usul ba§h ba§ina usul zencir, yahud darbe 3 m. Bunlar usul- 
den sayilmazlar. Ya nlicum bilmeyen tabib, tabib olmaz <dediniz>. Onun 
asilina onun igin ki zira tabib olan bilecek o adami ki hangi kevakibin hlik- 
mlindedir yahud hangi yildizm gayetindedir onun bilmeli ki gore ilag ede, zi¬ 
ra bir adam ollim heyetine girerse o hasta adamin nabizi evfer <usulun> 
usulun yuruyli^mide atar, ne §ekildir. Bir kandilin yagi az kalir. Onun i§igi 
batar gikar. Qikmasi biri bir ard-i sira gabuk gabuk teke tekesi, bir batmasi o 
usulun beklemesi. Zira bir adamin vlicudu saadetde olursa onun nabizi sof- 
yan usulun yiirayii§unde atar ve bir adamin ate§i galib olursa, onun nabiz 
yliruk semai atar, imdi gorlinlir ki usul her marifetin ve her ilmin selameti- 
dir ve hepsininden iptizali bizim marifetimizedir, zira usulsuz hanende sa- 
zende, dizginsiz ata benzer, dlimensiz gemiye benzer vezinesiz sarrafa ben- 
zer. Nigin dersen bir altun gotlirsen sarraf §unu bak, deye, bakar yliksekdir, 
der. Amma ne kadar eksikdir der isen dur, tartayim, der, tartma 3 ancak bir 
bugday eksik mi ve yahud bir gekirdek mi bilmez. 

I^te bizim usulumuz de bizim vezinemizdir ve salt bizim degil, blitlin 
alemedir. Usulu zuhurunun kullandigi vezinler ve taktiler de usuldur ve bi¬ 
zim maidfetimizde ne kadar beste ve ne kadar pe§rev, semai, ilahiyat var ise, 
hep bu usulata baghdir ve o lezzet de usulatdan gikar. 'Ben bunundan bir §ey 
anlamadim, dersen, nice ki bir adam vanr bir §ey usulu ile soyler ki o de 3 dne- 
cek adamin ho§una gelir. <ve adap da ondan gikar o adap dediginde bir §ube- 
si> [24 a] ve blitun alemin ba§i usule baghdir. Ya usulsuz kimdir, dersen, ti- 
marhanedeki delidir, zira rabitasiz soyler, ki bir sozli bir sozline uymaz. Bu 
usulata eyi muka 3 ^ed olmah ve nutk-u darb etmeli igerinde nakl ettirtmeli 
ve talib eger murad ederse bu usulati <ogrenmeli> ogrenmege. 

Bu edvarin iginde tarik nedir dersen tariki budur.lOl] Sag elini diim ye- 
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rine vur, sol elini tek yerine vur. Sag elini vur, sol elini kaldir, yine sol elini 
viir, sag elini kaldir. O teke teke yerinedir. O usulatm iginde olan noktalnr 
dlim yerinedir ve o usulatm iginde olan elifler tek yerinedir, o ki rakam gibi 
olan yer bir ise teke yerinedir, yer iki ise teke teke yerinedir, eger nokta iis- 
tiinde olsun ve eger elif ustiinde olsun bir ki ^eddecik gortirsen o darbin bek- 
lemesi i§aretdir. Eger nokta, eger elif, eger <teke teke> teke teke, biri birine 
biti^ik olur ise o gabuk vurmaga i§aretdir, eger biti§ik degil ise vezini ile agir 
vurmali ve selam. 
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[CHAPTER 16] 

Gelelim bir babe dahi kim musikinin tesirinin vasif ederl02] 

<Kelan hukema> Kelan hukemaya bir hukema sordu ki 'musikinin tef- 
siri nedendir?' Dedi Kelan, 'bu ilim ruhani <dir> ilimdir ve kulagin marifeti- 
dir. Qtinku insamn aynasidir, dort terkibdendir,’ dersen, dort terkibden iki- 

A. 

si aliya, ikisi suflidir. Aliya hangisi, siifli hangisidir dersen. Aliya ate§i, ha- 
va, siifli toprakla su. Bunlarin ikisi biri biri ile muhabbetleri vardir. Hava- 
nin ate§e muhabbeti var, topragin da suya muhabbeti var, ne ate§ havasiz 
olur, ne hava ate§siz olur, ne su topraksiz olur, ne toprak susuz olur, ate§in 
ruhu hava hem topragin hayati sudur,' dedik. 'Evveli ki ins an dort terkib- 
dendir. Dort terkibin biri si ins ana galib olmah kimisinin ate§i galib, kimisi- 
nin havasi galib, kimisinin suyu galib, kimisinin topragi galib. O ate§i galib 
olan kimesneye makamatlar da badi makam agaze edenin gibi, ona bir biika 
gelir, giinkii asihndan muhabbetleri oldug^ igin biri birinden ciida du§mu§“ 
ler idi. Agaze kula^na girdi^ gibi, nasil ki iki hasret bir birini ile kavu§ur- 
lar, onda bir seving aglamasi vardir. Anin gibi biika gelir ve safa gelir, zira 
keder aglamasi degildir. <0> O ki havasi galib olan kimesneye ate§i makam 
agaze edindigin gibi ona da amn gibi biika gelir ve safa gelir. O ki suya galib 
olan kimesneye abi [sic] makam agaze ettigin gibi ona da biika gelir, safa ge¬ 
lir. O ki topragi galib olan kimesneye abi makam agaze ettigin gibi ona da 
biika gelir ve safa gelir. 

O haz etmemek neden gelir dersen. Ate§i galib olan, kimesneye abi ma¬ 
kam agaze ettigin gibi, o abi makamdan haz etmez. Nigin dersen? Ziddiyet 
sebebi igin, Ona kezalik havasi galib olan, kimesneye haki makam agaze et- 
ti^n gibi haz etmez, ziddiyeti sebebi igin. Suya galib olan kimesneye ate§i 
makam agaze ettigin gibi haz etmez ziddiyeti sebebi igin. Ona kezalik topra- 
^ galib olan kimesneye [25a] badi makam agaze ettigin gibi haz etmez ziddi¬ 
yeti sebebi igin. 

Kelan dedi ki 'agaze de ceset var mi ki abi, badi, haki, ate§i darginlik ge- 
tire ve safa getire biika getire.’ Dedi Kelan, 'giizel dediniz hagan bir adam Sa¬ 
na, bir ki lakirdi soylerse ni^in darilirsin? O soyledigi nutukda bir ceset var 
mi, 0 nutukdan bir pek §ey gikdi da ba§ina mi vurdu, onun gibi bir adam Sa¬ 
na paye verse ve met etse, ondan haz edersin, ve o nutukda ceset var mi ki 
haz edersin.’ Dedi o hukema, 'kulagin i§itir, anlar, haz edersin ve o zit lakir- 
diyi da anlarim, haz etmem.’ dedi Kelan, 'o da senin anladigin gibidir.’ 


[CHAPTER 17] 

Gelelim bir babe dahi kim tanburun yirmi dokuz perdenin adim vasif 
eder talib i^in.lOS] 

Zira her bir perdenin ba§ka ba§ka adi <var perde> var ki bir adi var, per- 
de var ki be§ alti adi var. O bir adi olan perde bunlardir ki yedi agazedendir: 
yegah, a§iran, arak, rast, diigah, segah, ^argah, neva, htiseyni, evig, gerda- 
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niye, muhayyer, tiz seg^, tiz gargah, tiz neva, tiz htiseyni. O ki be§er alti^ar 
adi var dedigimiz perdelerin adini ki eger sorarsamz. 

Nim perdelerin adidir, hepsini zikr edelim yedi de: §orizen, acema§iran, 
geve§t, zirgiile, nihavend, buselik, saba, beyati, acem, mahur, §ehnaz, stin- 
biile, tiz buselik, tiz saba. Kabaca soyleyelim ki talib olan anlasin, zira iptida 
saba <hafifden> ba§layacak ki musikinin elifbasidir ve talibe me§k etmeye 
kolaydir. Talibi usandirmaz, zira iki tig nagmeden ibaret bir §eydir ve andan 
sonra, bir ugurlu pe§revdir. Bazi iistad ki gayri mii^kulat me§k eder, ona ne 
yapsin. Talib akil yeti§diremez, bir §ey ogrenmeden, birakir kagar. 

Onun igin sabadan tarif ettik.104] Talib olan hisse alsin, o nevayi ile 
gargahin arasindaki nim perdeye saba denir. Eger garg^dan o nime basub, 
yine doniib garg^, seg^, dtig^ kalirsan, saba olur. Nevadan basub, yine o 
nim perdeye gargaha battal edip, segahi basub, diigah kalirsan hicaz olur. 
Nevadan basub, yine o nim perdeye gargah battal edip. Segah, diigah, rast 
kalirsan, nikriz olur. Yine nevadan basub, o nim perdeye garg^, segah, dii- 
gah kalirsan, Isfahan olur. Yine nevadan ba§layub, 3 dne o nim perde ile gar- 
g^, seg^, battal edip yine o nim perdeye basub buselik, diigah, rast kalir¬ 
san pengg^ olur. Muhayyer, gerdaniye, acem, hiiseyni, yine acem, hiiseyni, 
neva, yine o nim perdede durursan hiizzam olur. 

i§te goriir ki bir perdenin kag adi olur. Ewel adi saba ki alti tiirlii §ube 
icra olmasmdan, alti tiirlii adi oldu, pesden dike saba oldu, dikden pese hicaz 
oldu. Bu perdeye kezalik kalan perdelerin adlarim size vasif edelim. 

Ona kezalik §orizen ki yegahin ila a§iranm arasindaki perdedir, iptida 
ki adi bu perdenin §orizen bir adi da nihavendinek bir adi da araban derler 
anla ve bilesin. 


[25b] ikinci nim ki arakin arasinda iptida acema§iran denir, ikincisi 
miiberka-i rumi denir, iigiinciisii a^irankiirdi. Ugiincii nim arak ila rastin 
arasinda ki geve§t derler, iptida ki adina bir adi da mtiberkadir. Dordtincii 
nim ki rast ve segahin arasinda ewelki nim zirgiile, ikincisi diigah-i rumi, 
uguncusii suzidil, dordiincusti suzinak, be§incisi a§iranek, altincisi sipihr. 

Be§inci nim ki diigahin ve segahin arasinda iptida nihavend, ikincisi 
ktirdi, iiguncusli zemzeme, dordtinciisu rehavi altinci nim ki segahin ve 
gargahin arasindadir. Iptida buselik, ikincisi biizurk, iigiincusu mahurek, 
dordiincusti zirefkend-i rumi, be§incisi karadtigah, altincisi ni§aburek. 

Dahi ziyade adlari vardir, bu buselik perdenin, amma onlari komadik 
nigin dersen buselik lafzi go^ vardir, zira buselik de demi§ idi, muha 3 gyer 
demeli [idi], buselik demeli idi, evig buselik de demeli idi. Daha buna gore 
gok onun igin demedik. Buselik lafzi bir kere soylensen de 3 d zira bu ki ni§a- 
bur buselik karar etti, amma ni§aburdur ismi, nice ki bir perdenin adina sa¬ 
ba dendi, hicaz dendi, nikriz dendi, hiizzam dendi. 

Maksudumuz §u ki renk be renk olsun deyi hepsinin nagmeleri yazih- 
dir, mizrab be mizrab isteyen talib okusun me§k etsin. Yedinci nim ki neva- 


99 




run ve hiiseynin arasmdadir, iptida beyati derler, ikincisi rekb, ugiincusu hi- 
sar, dordiinciisu araban, be§incisi arazbar. 

Sekizinci nim htiseyninin ve evicin arasmdadir, iptida acem derler, b 
kincisi hiimayun, iigtincusu maye, dordtlncusu nevruz. 

Dokuzuncu nim evicin ve gerdaniyenin arasmda dir, iptida adi mahur, 
ikincisi serenk, iiguncusu suri, dordunciisu zavil. 

Onimcu nim gerdaniye ve muha5^erin arasmdadir, iptida §ehnaz der¬ 
ler, ikincisi suzidil, ugunciisu isfatianek. 

On birinci nim muha5^erin ve tiz segahin arasmdadir, iptida siinbule 
derler, ikincisi zirefkend derler. 


[CHAPTER 18 ] 

Gelelim bir babe dahi kim ney marifetini tarif eder. 105 ] 

Ney hem mahbubdur, hem a§ikdir, keman hem ma§ukdur, hem di§idir 
neyi marazadan menedicidir hanendenin sesi az olsa yahud 90k olsa sorann. 
(^elebi §ahmansurun ila okursun davudlan mi okursun, eger sesi az ise da- 
vud ila okunim der. Eger sesi gok ise §ahmansur ila okurum der, ona gore sa- 
zm dtizer sazende onun igin. 

Maraza edemez hanende. Amma ney olmasa bunlarm arasmda maraza 
gotiiriir, zira dik dtizuntiz sazlar [ 26 a] ve kast ettiniz bana, der. Hanende 
onun igin marazayi mendir ve eder neyin dort kat agazesi var pesden dike 
dek, dikden pese dek, 0 dort kata iistadlarimiz oyle tarif ettiler ki yeg^dan 
rasta dek bir kat ona fevk demi§ler Iistadlarimiz. Dtig^dan nevaya dek asil 
demi§ler iistadlarimiz, hliseyniden muhayyere dek taht demi§ler iistadlari- 
miz. Tiz segahdan tiz hliseyniye dek safil demi§ler iistadlarimiz. Ney 0 saz- 
larm ar§midir ve yedi kisimdir. Hangi hangi ile dersen, battal, davud, §ah- 
mansur, kiigiik mansur, bolahenk, ustahasan, haftibend, lakin siipiirge de- 
yi derler daha var. O yedi kisimdan harigdir. Biz neyi ar§ma te§bih ettik, ar- 

gibi hirer vurub biri birinden uzun ve kisadir. Battalm zirgiilesi davudun 
rastidir, davudun zirgiilesi §ahmansurun rastidir, §ahmansurun zirgiilesi 
kiigiik mansurun rastidir, kiigiik mansurun zirgulesi bolahenkin rastidir, 
bolahenkin zirgulesi ustahasanm rastidir, ustahasanm zirgulesi haftiben- 
din rastidir. 

iste bunlar biri birinden yanmga perde dik ve pesdir. Sazlarimizin ar§i- 
m dedik, tanbur ola, keman ola, eger diger kil sazi ola. Bunlarm neysiz dti- 
zenleri bilinmez ki, 0 yedi kismi neyin hangisine diiziilmii^diir. Amma 0 yedi 
kisim neyin birisine duziilduye ise belli olur, zaman hangi kisim neyedir, ne- 
ye dliziildii^ belli olur ve birisi de agaze etse agizmdan ne perdedir, ne ma- 
kamdir belli olur. Amma neysiz agaze etse belli olmaz ki hangi kisimin 
ahengidir ona gore. Sazsiz agaze etse anlamlmaz Bazi makamat ve §uabat 
neyin gibi dersen. 

Mesela biri seg^ agaze edencek fikirinden, amma biz onun fikirini bil- 
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meyiz nedir, §u iistad deyi sorsa. Bestenigar dir anlanir, onun i9in ney ikti- 
zalidir, nice ki ar§in yedi vurubudnr, ve bir ba§dan o bir ba§a sekiz vurubdur 
ve ar§inin bir ba§i o bir ba§ma nice ki bir birine uygundur. Bizim yedi agaze- 
miz de sekizincisi o ar§inin ba§lari gibi uygundur. Bizim rast dedigimiz 
Acem yeg^ der, bizim yegah dedi^miz Acem pes pen9g^ der. Iptidaki vu- 
rubuna yegah deriz, ikinci vurubuna diigah deriz ki Acemde dtig^ derler. 
U9uncu vurubima seg^ deriz ki Acemde seg^ derler. O dordilncii vurubu¬ 
na 9argah deriz ki Acemde 9argah derler. Be§inci vurubuna neva deriz ki 
Acem pen9gah derler, altinci vurubuna hilseyni deriz ki Acem §e§gah der, 
yedinci vurubuna evi9 deriz ki Acem heftg^ der, sekizinci vurubima gerda- 
niye deriz ki Acem ha§tg^ der. Ona kezalik ar§mm girahlan da yedi te§bih- 
dir. iptida yegahi birinci vurub dedik, o vurubun girahmda zirgule deriz, 
ikinci vurubun girahmda nihavend deriz, u9uncusune buselik deriz, dor- 
dunciisune saba deriz, be§incisine beyati deriz, altinciya acem deriz, yedin- 
cisine mahur deriz ve sekizincisine §ehnaz deriz ar§min biri ba§i gibidir, 
nim dedigimiz girahdir. 


[CHAPTER 19 ] 


[ 26 b] Bu pes perdeler dik perdeler yerinedir: 106 ] zirgule tiz saba olur, 
geve§t tiz buselik olur, acema§iran stinbule olur, §orizen §ehnaz [olur]. 


XXX. 



istersen ki acem diigah edesin, nihavend perdesi yegah olur, buselik 
perdesi a§iran olur, saba perdesi arak olur, beyati perdesi rast olur, acem 
perdesi diigah olur, mahur perdesi segah olur, §ehnaz perdesi 9arghh olur, 
stinbiile perdesi neva olur, tiz buselik perdesi hiiseyni olur, tiz saba perdesi 
evi9 olur. 

XXXI. 
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Bu pes perdeler dik perdeler yerinedir: §orizeii perdesi gerdaniye olur, 
acema^iran perdesi muha3^er olur, geve§t perdesi tiz segah olur, zirgiile 
perdesi tiz ^argah olur. 


XXXIL 



Acem diigah oldugu zaman, nim ne olur dersen, segah perdesi §orizen 
olur, gargah perdesi acema§iran olur, neva perdesi geve§t olur, htiseyni per¬ 
desi zirgule olur, evig perdesi nihavend olur, gerdaniye perdesi buselik olur, 
muhayyer perdesi saba olur, tiz segah perdesi beyati olur, tiz gargah perdesi 
acem olur, tiz neva perdesi mahur olur, 

XXXIIL 



Bu pes perdeler dik perdeler yerinedir: a§iran perdesi §ehnaz olur, arak 
perdesi stinblile olur, rast perdesi tiz buselik olur, diigah perdesi tiz saba 
olur. 

XXXIV. 



istersen ki evig diigah edesin, segah [perdesi] yegah olur, gargah perdesi 
a§iran olur, neva perdesi arak olur, hiise3nii perdesi rast olur, evig perdesi 
diigah olur, gerdaniye perdesi segah olur, muha3^er perdesi gargah olur, tiz 
segah perdesi neva olur, tiz gargah perdesi hiiseyni olur, tiz neva perdesi 
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evig olur, tiz hiiseyni perdesi gerdaniye olur. 
XXXV. 



Bu perdeler dik perdeler yerinedir: a§iran gerdaniye olur, arak muhay- 
yer olur, rast tiz segMi olur, diigah tiz gargah olur, segah hem yegah olur, 
hem tiz neva olur. 

XXXVL 



Evig diigah oldugu zaman nim ne olur dersen, mahur nihavend olur, 
§ehnaz buselik olur, stinbiile saba olur, tiz buselik beyati olur, tiz saba acem 
olur, buselik §orizen olur, saba acema§iran olur, beyati geve§t olur, acem zir- 
giile olur. 

XXXVII. 































Bu pesler dik perdeler yerine dir: §orizen mahur olur, acema§iran §eh- 
naz olur, geve§t siinbule [olur], zirgiile tiz buselik olur, nihavend tiz saba 
olur. 



[First columnj 

Rast arak olur, rast a§iran olur, rast yegah olur. 
XXXIX. 



[Third column] 

Neva huse3mi olur, neva gargah olur. 
XLI. 



[Fourth column] 

Evig gerdaniye olur, evig huse3nii olur. 


XLII. 
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[Fifth column] 
Rast arak olur 

XLIIL 



[ 27 a] [First column] 

Rast tiz gargah olur, rast tiz segah olur, dugah segah olur, dug^ arak 
olur, dug^ a§iran olur, dugah yegMi olur, dugah tiz gargah olur, bir de ken- 


di. 

XLIV. . 

•f Mi ^ 





[Second column] 

Segah arak olur, segah a§iran olur, bir de kendi; gargah neva olur, 
gargah segah olur, gargah dligah olur, gargah rast olur, gargah arak olur, 
gargah a§iran olur, bir de kendi. 

XLV. 


[Third column] 

Neva segah olur, neva diigah olur, neva rast olur, neva arak olur, bir de 
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kendi; hiiseyni evig olur, hiiseyni neva olur, htiseyni gargah olur, hiiseyni 
segah olur, hiiseyni dligah olur, hiiseyni rast olur. 

XLVL 



[Fourth column] 

Evig gerdaniye olur, evig hiiseyni olur, evig neva olur, evig gargah olur, 
evig segah olur, evig diigah olur, bir de kendi. 

XLVII. 



[27b] [CHAPTER20] 

Gelelim bir babe dahi kim burucatlarin tabiyatim vasif eder.107] 
[First panel] nari - Haml, Esed, Kavis. 

[Second panel] haki - Sevir, Siinbiile, Cedi. 

[Third panel] badi - Cevza, Mizan, Delv. 

[Fourth panel] abi - Seratan, Akreb, Hut. 

[Added on bottom] hiiseyni - a§iran - muhayyer 
[28a is blank] 

108] [37b] 

[Legend of Armenian new notation signs ] 

[Explications continue to right] 

yegah a§iran arak rast diigah seg^ gargah neva 
[Seven bnes of musical examples written in new Armenian notation] 

[38a] [Explications from 37b continue to this folio] 

[38b is blank ] 

109] [39a] [signature] bende-i Kemani Hocani§an 
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110] [39b] 


Gece 


Zat Fat Fen Em 

thtuu^Lb LLjtLltppriLb 6tqtqQnLb intoiininnLb 


5 


6 

7 

1 

htuLj|i[[nLb 

Llt6thhnLb qlmLinjiLLLriLb 


2 


3 

4 


lU 


P 

m 

1 


4 5 

► 

3 

Zat 


Em Fen 

Cem 

thtuunib 

oj t dtp p n Lb 6 tg qqn Lb 

intaiinmnLb 


t 

q 

t 



6 

2 

7 



Er 

Fat 

Ser 


htaijiLinLb 

dtdthhnLb 

ghimliLLLnLli 

UiJ 

oiLi p) 




Lfil] in) 

inLj 


1 

2 

3 4 

5 

6 7 

Em 

Cem 

Fat Zat 

Fen 

Er Ser 

4 

3 

2 1 

5 

6 7 

Em 

Cem 

Fat Zat 

Fen 

Er Ser 

rast 

diigah 

segah gargah 

neva 

hliseyni evig 

1 

2 

3 4 

5 

6 7 

5 

6 

7 

1 

2 3 


Aman! ... [Few illegible lines] ... 
[40a is blank] 
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IIL COMMENTARY 


1 ] 2a Bab-i tanburi der mecmua-i Iran-i kdmil ilstadlarin... In this 
exordium to Chapter 1 Kugiik Artin claims the authority of the Persian per¬ 
fect masters (kdmil iistadlar) whose instructions for tanbur players were 
written in a textbook he copied note by note ( mizrab be mizrab) in his trea¬ 
tise, though he gives no specific name of any Persian theoretician through¬ 
out his writing. He also states that he earned the knowledge of melodic 
modes from the Iranian, Turkish (spelled Indian and Sindhi mas¬ 

ters, an affirmation that points to his multinational experience in the disci¬ 
pline of music and the practice of the tanbur. 

The materials described in the following chapters find parallels in the 
Ottoman sources of the eighteenth century and can be further compared to 
the theoretical writings and collections of the nineteenth-century Ottoman 
music. By and large the melodic modes played on the Turkish standard in¬ 
strument tanbur and the varieties of rhythmic cycles form together a com¬ 
plex system of abstract ideas that assimilated and transformed musical 
principles and practices from a vast intercultural territory. 

A brief semantic clarification is required for the sake of understanding 
the basic musical terms which are presented in the opening paragraph and 
will be further employed throughout the text. 

The designate §ube, consistently spelled ito\x\t(§6be), takes on a com¬ 
plex meaning. It denotes both the melodic constructs produced by mixing the 
full tones and halftones of the scale, and the compound modes produced by 
combining the constructs in ensuing melodic configurations. Henceforth it 
is used in both senses, as the melodic progression of any scalar configura¬ 
tion, whether formats of makams or derivative modes merely named §ubes 
that stand as an equivalent to the Turkish term terkiblY>^. terkibat. In Otto¬ 
man sources the term §ube basically designates the traditional four section 
modes (yegdh, diigdh, segdh, qargdh). Apart from this primary sense, Otto¬ 
man authors who wrote in Persian or Persanized Turkish employed the 
same term^^^6e in the sense of compounds and derivative modes in order to 
define the 24 §ubes assigned to the hours of the day and night. The addition¬ 
al combined modes and their melodic structures were by and large known as 
terkibat and in time the latter replaced the Persanized term §ube. Initially 
the terkibat amounted to a total of aroimd 48 combinations that were added 
to the 24 §ubes associated with the 24 hours of the day. For example, Nayi 
Osman Dede describes in his compendium tabirat written in Persian 

around 1718 the following categories: 12 makams, 24 §ubes and over 40 
terkibat (Akdo^ 1992). However, Artin uses the term terkibat in this pas¬ 
sage in the sense of basic modal compounds that form the tetrachordal and 
pentachordal constructs. 
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Another term is agaze which designates the fixed wholetones or basic 
tones of the octave scale that form the basic intervallic framework {temam 
or tarn perde). They are understood to be fundamental and unchangeable 
tones. The word nim (nim perde) defines the susceptible, liable halftones of 
different microtonal sizes which create the ascending and descending move¬ 
ment of scalar progressions, and determine the microtonal intonations and 
deviations. In the following sections Artin employs the designate agaze in 
the sense of individual scalar steps and basic notes of the pairent modes as in 
the expression rast agazesinin hiikmunde, understanding the tonal funda¬ 
mentals upon which resides the tonal-spatial development of the individual 
makams and §ubes. The term also signifies the originary seven modes of 
the modal system. In no instance agaze takes the meaning of the traditional 
six or seven secondary modes, commonly named aua 2 :e in Turkish. 

The term nagme is clearly explained as a melody type formed upon a 
rhythm pattern. In Turkish writings the understanding of this term appears 
diverse, denoting the musical note, a melodic motive or the outline of a mode, 
the melodic line of a composition and finally melodic improvisation. Dimitrie 
Cantemir uses the term nagme in various acceptions in his Edvdr (Part I 
Theory, Part II Notations) (c.l700), meaning a single note, a tonal nucleus 
or segment, even designating the final cadence or the characteristic melodic 
outline of a mode as makamin nagmesi. He specifies that the musicians of 
his time have changed the name of taksim to taksim nagmesi (I, p.l9). Hizir 
Aga employs in his treatise Tefhim the term nagme for a melodic segment 
or modal combinations (imtizac-i nagamat), and defines the melodic devel¬ 
opment of a mode with the verbal phrase nagme etmek, an expression syn¬ 
onymous to agaze etmek (Topkapi Sarayi Mlizesi Ktp. ms. Hazine 1793). In 
the second half of the eighteenth century the anonymous Kavdidd nagme-i 
perded tanbur posites the meaning of nagme as a scalar succession and me¬ 
lodic progression referring to the process of producing the melodic scales on 
the tanbur. (Milli Ktituphane, Ankara (ABK), ms. 131/3). The semantics of 
nagme as melody type in the same sense a makam is a melody type devel¬ 
oped gradually as an equivalent to the Turkish ezgi. Toward the end of the 
eighteenth century Abdtilbaki Dede describes in his treatise Tedkik the me¬ 
lodic scales imder the heading makamat-i nagamat using the expression in 
the sense of melodic development conjoint to makams, and further formu¬ 
lates the heading usul-i nagamat-i mevzun in the sense of metered melodies 
(Suleymaniye Ktp. ms. Nafiz Pasa 1242, fol. 6b, 38a). 

The term hUkm designates the potential dominion of a parent mode 
wherein related modal scales are formed, and connotes the limits reached 
through the tonal-spatial expansion of their melodic progressions. Specifi¬ 
cally, it defines the realm of the modes subordinate to the respective parent 
mode. Cantemir established the new parameters of hiikm and amplified 
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the meaning of this technical term that was already known to prior Turkish 
authors, though scarcely used in their writings. In later times the designate 
hilkm was abandoned and was replaced by the modern expression seyir. 

In the same passage Artin affirms that he will analyze 168 melodic 
modes he learned from Iranian, Turkish, Indian and Sindhi masters that 
are supposed to comprise the totality of makams and §uhes. Yet of all these 
only 110 melodic modes broadly termed §ubes are described in the forthcom¬ 
ing section. 

The verbal descriptions of the following 110 §ubes include the melodic 
progressions of all modes (makams) and subordinate derivative modes 
(§ubes) note by note, without any theoretical distinction between the two 
categories. The explications name the pitches in the melodic evolution but 
give no indication to the forming of other modal structures from certaiin tonal 
points, nor designate the mixing with other modes and the likely transposi¬ 
tions brought about. The descriptions are gathered into six large groups as¬ 
signed to six basic tones of the scale and parent modes (rast, dilgdh, segdh, 
neva, hilseyni, evig) whose tonal-spatial expansion (hilkm) gives rise to the 
ensuing modal structures and combinations. 

It is noteworthy that gargdh mode is excluded from this classification. 
Cantemir explains that gargdh is a nairrow mode which cannot engender or 
subordinate other modaJ compounds because it undergoes aJterations when 
moving to the final tone of another modal structure and cannot establish an 
accessible place to other terkibat for final cadences on its own tone except 
nihavend-i sagir (I, p. 29-30). Concurring with this view Nayi Osman Dede 
describes gargdh as one of the 12 asil makams which has no subordinate 
§ube. More than that, Cantemir asserts that the sound nerm gargdh, for 
which he created a supplementary notational symbol, has not its own posi¬ 
tion on the tanbur but it is produced by transposition, pressing the diigdh 
string above rast. He adds that few pieces have been composed in the past in 
gargdh mode (I, p. 2). 

2] 2b Rast agazesininhiikmunde olan gubeler,.. They constitute 
the first group of melodic scales formed within the tonal-spatial domain of 
the tone and parent mode rast (1-19). All modes make the final cadence on 
rast, except nihavend-i sagirek (8) which ends on its own tone nihavend. 

3] 3a The mode mahur is explained as a basic §ube (6) and further 
as a derived one (8). Abdlilbaki Dede describes two forms of this compound 
mode, mahur-i kebir and mahur-i sagir. The former was almost identical 
with rast and the latter was called gerdaniye by the earlier masters (fol. 
18a). 

4] 3a The seyir of nihavend-i sagirek (8) is identical with that of 
nihavend-i sagir (4) except the final tone rast for the latter and nihavend 
for the former. The versatility of nihavend mode is displayed in other deriv- 
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ative forms generated alongside the dji&sagirek species. One of the 
causes of the mode’s diversity concerns its equivocal karar which originally 
was on gargdh and then shifted to rast or neva. Kavdid-i nagme describes 
the melodic scales of nihavend-i kebir, nihavend-i rumi and basic nihavend 
resolving on neva (fob 3b, 7a). On his turn Abdtilbaki Dede says that niha- 
vend-i kebir was called also §ehnaz by the earlier masters (kudema), and 
he mentions a newer variety named nihavend-i cedid invented by the latter 
masters (miltehirin) which opens with acem and makes finalis on arak (fol, 
27a). 

5] 3a The mode buzilrk (9) is erroneously written buselik-bilzurk 
in the ms. The scribe was aware of the mistake and drew a delete sign over 
the word buselik. 

6] 3a Sazkdr mode in rast (12) is a later alternate name for the 
older compound mode rast-maye, according to Abdulbaki Dede (fol. 29a). 
Cantemir mentions it as a terkib which was not in use in his time. Yet he ex¬ 
plicates the older form sazkdr-i kadtm beginning from rast and concluding 
withmaye (I, p. 74). 

7] 3b a§iranin yegdh stresses the position of yegdh which is D in 
lower octave, situated under the influence of E in the zone of a§iran sound, 
not to be confused with neva which is d in upper octave. 

8] 3b nihavend-i diigdh phrase emphasizes the attraction of ni¬ 
havend to diigdh for its proximity and tonal dependency on diigdh. 

9] 3b Diigdh a§azesinin hiikmiinde olan §ubeler... This section in¬ 
cludes the second group of melodic modes with resolve on diigdh. (20-34). All 
make finalis on diigdh. 

10] 3b Karadiigdh (22) is a melodic mode from Anatolia, mostly fa¬ 
miliar to folk songs. It is described by Kyrillos Marmarinos as a mode in 
segdh moving from hiimayun around segdh, then touching arak and end¬ 
ing through zirgiile on segdh (Popescu-Judetz & Ababi Sirli 2000: 101) The 
mode continued to exist in Anatolia in folk varieties. Eugene Borrel men¬ 
tions briefly this melodic scale in his essay La Musique turque (1923, 4: 29). 

11] 3b Bayzan Kiirdi (24) is described by Kyrillos proceeding from 
gargdh, moving through saba, gargdh, nihavend, resting on diigdh, then 
progressing by zemzeme, gargdh, saba to go down through gargdh, niha¬ 
vend, diigdh and making finalis ondiigdh (p. 112). Toward the end of the 
nineteenth century Kiltzanides explains bayzan kiirdi in his MeOobixfi 8L5a- 
axaXia as a mode on gargdh opening from gdrgdh, moving through nim sa¬ 
ba, nim kiirdi, diigdh, coming to rast, kiirdi, gargdh, to finally rest on 
diigdh (1881: 84-85). Borrel, too, found this mode and described it as slightly 
different from siinbiile through its initial note (1923, 4: 29). 

12] 3b Zirefkend proper (26) is a mode on diigdh while zirefkend-i 
rumi (11) is a mode in rast. Cantemir explains that zirefkend hns an impre- 
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cise nature reflected in two interpretations: one as combined of muhayyer 
and buselik structures, having the conclusion on a§iran; another as a trans¬ 
posed mode, changing dilgdh into a§iran structure, which begins from tiz 
huseyni, ends on dilgdh and is rather confused with sunhule (I, p. 46-47). 
Artin’s description vaguely approaches the latter. 

13] 3b The phrase <nihavend, dugdh> in zemzeme description 
(27) is marked with delete signs in the ms. and was next corrected as kiirdi, 
dilgdh. 

14] 4a Sabad muharrik (31) defines saba as an activating modal 
entity, engaging the fluctuant movement of other tones from its vicinity. 

15] 4a Segdh [agazesinin] hilkmilnde olan §ubeler... These form 
the group of modes on segdh of whose seven make the final cadence on 
dilgdh and the remainder on segdh (35-49). 

16] 4b Serenk (40) is named by Panayiotes Chalatzoglou in his 
comparative compendium as an irregular §ube (Popescu-Judetz & Ababi 
Sirli 2000: 39). 

17] 4b The primary maye (46) is described here as a mode on 
segdh. Several combinations of maye were known to Turkish musicians 
since earlier periods. The most popular were segdh-maye, rast-maye, arak- 
maye and u§§ak-maye. In fact, a copy of Seyyid Sabri^s Divan dated 1690 
contains an attached precis of music where about 70 terkibs are briefly de¬ 
scribed. In addition to the afore mentioned kinds of maye are included ne- 
vai-maye and ferahan-maye (Bibliotheque Nationale, ms. Suppl. Turc 384, 
fol. 53b-55a). Cantemir states that the terkib named geve§t was called also 
maye and explains the forming of the latter terkib out of the second caden- 
tial tone of segdh which is dilgdh. When segdh makes cadence on dilgdh, it 
generates maye (I, p. 4, 28). In Hizir Aga segdh-maye is one of the seven 
avazes produced from the tone segdh and related to u§§ak mode, thus 
agreeing with Cantemir’s assertion (fol. 5a, 8b). Apart from this, Hizir Aga 
mentions the old combined modes rast-maye, u§§ak-maye and arak-maye 
without describing their melodic scales (nagamat) because, he says, they 
were explained in the edvdr-i kadim. He places them in circlets within an 
encompassing three-tiered circular diagram that displays numerous 
nagamat with horasan inscribed in the center (fol. 10a). Abdtilbaki Dede 
writes that maye-segdh, which is equivalent to maye-i atik, starts from 
a§iran and ends on yegdh, whereas a§iran-maye is combined of beyati, ne- 
va einAu§§ak modal segments (fol. 29b, 16b, 17a). He points that this mode 
was likewise named segdh-acem and as such it was comparable to rameq^ 
can (fol. 34a). 

18] 4b Neva [agazesinin] hilkmilnde olan §ubeler includes the 
group in neva of which 12 melodic modes make the final cadence on dilgdh 
(50-71). 
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19] 5b Two forms of the compound mode maye-heyati are ex¬ 
plained. The first (66) with finalis on rast is entered as hattal, which de¬ 
notes a basic, prime melodic structure wherefrom other derived forms are 
produced. The second (67) reaches a higher level in its evolution with tonal 
material oiheyati and the final cadence resolved on dugdh. 

20] 5b Nilhilft (70) is defined by Hizir Aga as a concealed com¬ 
pound mode: §ol muhtefi terkihdir (fob 17a). Indeed the ambiguous nature 
of nuhilft with its karar on a§iran was noticed by other writers too. Cante- 
mir ascertains the differences of opinion about this mode which was accu¬ 
rately named nevai a§iran by earlier masters as well by contemporaries (I, 
p. 30, 53, 75). Nayi Osman Dede underlines the correctness of the latter 
name (p. 26). Abdiilbaki Dede, too, emphasizes that nuhilft has the outline 
of neva with final cadence on a§iran and that the latter masters named it 
nevai a§iran or nevai acem (fol. 24a). The debate continued throughout the 
nineteenth century. Ha§im Bey analyzes the controversy in his Mecmua 
saying that unlike the earlier masters who contended this mode moved from 
evig and muhayyer, Neyzen Ali Hoca (fl. 1812) and Tanburi Mehmed Qelebi 
(d.c. 1895?) argued that it proceeded from neva and ended onagiran (1864: 
43). The latter explanation agrees fully with Artin's description. 

21] 5b Huseyni [agazesinin] hukmunde olan guheler,,. They form a 
group of melodic modes of whose 11 make the finalis on diigdh, some on 
a§iran (the lower octave of huseyni), horasan ends ongargdh and tahir is 
written to end on segdh (72-89). 

22] 5 b Tahir...gargdh, diigdh, segdh. The final cadence of the mode 

tahir (72) that resolves on segdh is an error of substance since such a finalis 
is neither proper to the parent mode huseyni, nor to the nature of tahir 
which appears in various descriptions as making the final cadence on 
diigdh. In my opinion the correct reading of the cadential sequence is gar- 
gdh, segdh, diigdh. 

23] 6a The mode hisar-huselik is explained in two forms, a pri¬ 
mary modal construct defined as hattal (74) and a more developed one (75). 
The latter exhibits a higher expansion with an elaborate contour, though 
both progressions make the cadential ending on diigdh. 

24] 6a Suri (77), spelled out uniph, is mentioned in Chalatzoglou 
as a makam written ooupi Kyrillos describes it as a §uhe on huseyni whose 
progression starts from huseyni and ends on diigdh (p. 39, 108). 

25] 6a Vecd-i huseyni (78) seems to be a corrupt form for necd-i hii- 
seyni or vech-i huseyni. Intriguingly, Kyrilllos has simple vecdi spelled 
peTOTi whereas Chalatzoglou mentions necd-i huseyni as an irregular §uhe 
(p. 120, 39). Other Turkish sources have necd-i hiiseyni as a terkih known 
by name but not commonly practiced. Cantemir affirms that both vech-i hil- 
seyni and necd-i huseyni were known by name but were not in practice (I, p. 
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32). Nayi Osman Dede says the latter terkib was combined with zengule 
and araban (p. 15). In contrast, Kavdid-i nagme includes a description of 
necd-i huseyni progressing through hiiseyni, muhayyer, tiz neva and de¬ 
scending with full tones to end on a§iran (fol. 6b). Kiltzanides has necid 
spelled vetgiT as an alternate name for necid huseyni though differing 
slightly and ending on huseyni (p. 112-13). As for Abdulbaki Dede, he ascer¬ 
tains that vechd huseyni had been invented by the mutehirin (fol. 24b). Pe¬ 
rusing different opinions, I tend to think that Artin's vecd-i huseyni stands 
for the rather newer vech-i huseyni, 

26] 6a Horasan (80) is the only mode to end on gargdh which pur¬ 
ports to prove its predominant structure as a §ube in gargdh shown in Hizir 
Aga’s afore cited diagram (fol. 10a). 

27] 6a About buselik-agiran (81) Abdulbaki Dede says that this 
mode was invented by the latter masters and was also known by the name of 
hiizi (fol. 24b). Actually the mode buselik-a§iran is considered to be Cante- 
miPs creation. 

28] 6a De§t-i erjen (82) is a §ube with no description in other Otto¬ 
man sources. 

29] 6a §uri (83) is consistently spelled §ori (2onfi) in the text. In 
Kyrillos this terkib written axtopi has no verbal description but only a nota- 
tional fragment (p. 114 ). 

30] 6b According to Abdulbaki Dede the compound mode huseyni- 
agiran (87) was also named vech-i huseyni by the mutehirin (fol. 24b), 

31] 6b Evig [agazesinin] hukmunde olan gubeler,.. Of this group 14 
melodic progressions end on arak/evig and the remainder on dilgdh (90- 
110 ). 

32] 6b Gerdaniye (90) is a mode of rast placed in the upper octave 
which makes finalis on dugdh. Cantemir explains that gerdaniye makes 
exception to the rule because instead of ending on its own lower tone rast, it 
finds its finalis on dilgdh lest to be confused with he mode rast (I, p. 28). 
However, other theorists of the period describe its scale making final ca¬ 
dence on rast, 

33] 7a Hizir Aga affirms that arazbar is a transposed compound 
mode (§edd terkib) produced by transferring agiran to dilgdh and neva to 
gerdaniye (fol. 19a). Artin^s description agrees with the transposition at 
upper fourth. 

34] 7b The derivative mode rahatillervah is explained in three 
forms. The first is rahatulervah-i necidi, misspelled in the ms. as nelidi 
(106), then prime rahatillervah (107) and rahatiilervah-i berka (109). The 
latter shows a more developed melodic contour. All three forms make the fi¬ 
nal cadence on arak. Hizir Aga has two descriptions of rahatillervah con¬ 
cluding on arak: one without hicaz and another starting from hicaz (fol. 
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10b, 11a). In Kavdid-i nagme this mode incorporates hicaz and saha evolu¬ 
tions to finally resolve on arak (fob 7b). 

35] 7b The heading liju L[tL|LU[ mtmptj|ili dt^Q dujfuujLflitpnLli 

jbmpQ ijipLih is a cop 3 dst annotation in Armenian which translates 

roughly: This section [written] in the notebook should be kept after the ma- 
kams.’ This mention suggests the existence of some personal notes gathered 
by the author in another defter. 

36] 7b Gelelim hir babe dahi kim bazi pe§revde, bazi bestede olan 
§ubeler... Chapter 2 lists the vocal-instrumental repertoire of a good num¬ 
ber of pieces and includes Artin’s annotations to their technical execution. 
Some of the songs, well known to the Ottoman musicians of art music in his 
days, circulated in later variants that have survived to modern times. They 
can be traced in other Giifte Mecmualari where often the authorship is as¬ 
cribed to different composers who adapted the l 3 n:’ics of the old songs to other 
modes and created their own melodic variants. In some examples there are 
at least two composers accredited with the creation of the same song. 

37] 8a Gamzekdr naziresinin... This nazire in hilseyniIdilyek is 
listed and notated by Cantemir (I, p. 136; II, p. 170-71), in addition to the 
prime Gamzekdr pe§rev (II, p. 178-79). 

38] 8a Bezm-i ehline... by Buhurcuoglu alias Itri, A variant of this 
song is included in Etem Ungor's Gufte Antolojisi by the same author 
(p.l303). In the anonymous eighteenth-century ve semai mecmuasi 
the same beste in hiiseyni is ascribed to one Mehmed Ali (Topkapi Sarayi 
Ktp., ms. Revan 1723, fol. 41a). 

39] 8a Qesm-i bed-ke§... is entered in Ungor as a naki§ by Abdiil- 
kadir Maragi (c. 1350-1435) in hilseyni!aksak semai (p. 375). In a §arki 
mecmuasi of late 18th century the same song is recorded as a semai in 
hilseyni by Hdce, i.e. Abdlilkadir Maragi (British Library ms. Or. 7252, fol. 
68a). Same song is listed in Jager's Katalog of Hamparsum notations as 
naki§ I agirsemai in hilseyni, likewise attributed to Hoca Abdlilkadir Mara¬ 
gi (1996: 7). 

40] 8a Avurdu Delik was the famous musician of the seventeenth 

century Zurnazen Avurdu Delik, also mentioned by Murat as a celebrated 
composer (1867: 35). This pe§rev in segdhImuhammes is listed in Cante- 
mir's index of melodies as an “absent” hyAvurdi Delikli (I, p. 140). 

41] 8a Segdh darbifetih pe§revin... Thispe^reu by §erif (Jlelebi (d.c. 
1680) is listed and notated in Cantemir (I, p. 141; II, p. 4), The same pe§rev is 
entered in Hekimba§f s Mecmua (Istanbul Universitesi Ktp. TY 3866: fol. 
386). 

42] 8a Qesm-i siyah... Variants of this beste appear as §arki in 
evig/agir aksak by Basmaci Abdi Efendi (1787-1861), §arki in hilz- 
zam!dilyek by Tanburi Ali Efendi (1836-1890), garki in hicaz!aksak by 
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Haci Kirani Efendi (1840-1909), §arki in kurdili hicazkdricurcuna by As- 
dik Aga (1840-1913), all listed in Aksiit (1993: 129, 202, 234), and §arki in 
ferahndk I agir aksak by Basmaci Abdi Efendi mentioned in Jager (p. 3). An¬ 
other variant of the song is entered in Beste ve semai mecmuasi as a semai in 
beyati (fol. 74a). 

43] 8a Saba ol gonca-i rana. Abdtilbaki Dede refers to this form of 
terkib in5a£)a with the first part in maye-beyati (fol. 36b). 

44] 8a Gbrmesem bir lahza ey... Same §arki in ni§aburek!devri- 
hindi ascribed to Ali Mutaf Efendi is entered in Emin Unkan^s anthology 
Makamlar (737). 

45] 8a Meyl etti gonill bir,,. This beste in tahir/remel by Seyyid 
Nuh (d. 1714) is written in Ungor (p.ll77) and Unkan (1025). Further vari¬ 
ants are included in Aksiit, as beste by Sey 5 dd Nuh in tahir iagir remel (p. 
47), §arki by Tanburi Ishak (b. c. 1745-1814) in beyati /devrirevan (p. 91), 
andby Komurcilzade Hafiz Mehmed Efendi (d. c. 1835) in beyati/ara- 
ban/agir aksak (p. 107). 

46] 8a Mu§k igin yazdim... This song is entered in §arki mecmua¬ 
si as beste in arazbar! genber (fol. 52b). The same song is recorded in a later 
Mecmua-i musiki as beste by Natih Qelebi in usul genber (Topkapi Sarayi 
Ktp. ms. Revan 1725, fol. 47b). 

47] 8a Melul olmak neden,.. is included in Ungor as beste innik- 
riz!genber by Hasan Efendizade (p. 852). 

48] 8b Yasemendir hattd gill iken... is listed in Ungor as beste in 
nigabur !devrikebirhy A-ma. (p. 858). 

49] 8b Rastda §erifin darbifetihin... This pegrev in rast!darbife- 
tih by §erif Qelebi is notated in Ali Ufki's Mecmua-i sdz u s6z (British 
Library, ms. Or. Sloane 3114, fol. 119b), listed and notated in Cantemir (I, p. 
106; II, p.l), also notated in Nayi Osman’s Defter (Popescu-Judetz 1996: 32), 
and listed in Hekimba§i (fol. 389). Artin’s observation pointing to the initial 
modulation to milberka applies to Cantemir’s notation which stresses the 
presence of agiran!hiiseyni in the first part and the persistence Qigevegt 
pitch in all parts, but is not evidenced in Ufki’s transcription that lacks the 
precision of correct accidentals. 

50] 8b Saba sancak darbifetihin... A saba sancak m.duyek usul is 
notated in Cantemir (II, p. 26). 

51] 8b §eyh OsmaJi Efendinin bilzurk pegrevinin... The music of 
pegrev in buziirki muhammes and sazsemaisi /aksak semai by Nayi Os¬ 
man Dede was published in Istanbul Konsevatuvari Negriyati (T. M. K. no. 
131). 

52] 8b Aga Riza muhammesinden... In ms. the name Riza is 
spelled hpqui (Irza) due to a sound transposition. Kpegrev in hiiseyni i mu¬ 
hammes by Aga Riza is listed in Hekimba^i (fol. 391). Cantemir, too, has a 
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pe§rev by Aga Riza in hilseyni/sakil (I, p.llO, 136; II,:p.50). However, Nayi 
Osman Dede has the pe§rev by Aga Riza in diigah / muhammes (p. 32) along 
with Kevseri (Popescu-Judetz 1998: 41). 

53] 8b Aga Riza muhammesinden... This second pe§rev by Aga Ri¬ 
za may designate the above example notated by Nayi Osman Dede and 
Kevseri. 

54] 8b Nice bir k6§ede.,. The same song is listed in Beste ve semai 
mecmuasi as a beste in muhayyer / fer' (fob 94a). 

55] 8b Kantemiroglufnun arak pe§revinin.., Cantemir’s composi¬ 
tion in sultani arak / devrikebir is listed and notated in his treatise (I, p. 124; 
II, p.152-53). 

56] 9a 01 Idle ruhun... is recorded in Ungor as beste by Ebubekir 
Aga (fl. 1720) in hiizzam / muhammes (p. 424). Unkan, too, has this beste by 
the same composer Ebubekir Aga (1133). 

57] 9a Bir lahza nihan... The same beste in saba/darbifetih by 
Dede Zekai Efendi (1825-1897) is included in Ungor (p. 976) Eind in Aksiit (p. 
217). 

58] 9a Qemende silnbiile.,. This song is included in Mecmua-i 
musiki as beste by Kadri in usul zencir (fol. 25a). 

59] 9a Corel nin diigah pe§revin... Kemani Corci (fl. c. 1720), a 
court musician and greatly appreciated composer in his days, is listed in 
Hekimba§i with many pieces among which a pe§rev in diigah Ifahte aind se¬ 
mai (fol.392). 

60] 9a Berk-i giil, ey gonca,.. Ungor has this beste by Tabi Mustafa 
(fl. 1760) in diigah f devrikebir (p. 119); the same variant is also entered in 
Aksiit (p.68) and in Jager (p.l07). The music of this murabba by Tabi Musta¬ 
fa was printed in Istanbul Konservatuvari Ne§riyati (T. K. M. no 143). 

61] 9a Efldke gikdrsan yeridir... is included in Ungor as beste in 
bestenigdrf sengin semai-yiiriik semai by Ismail Hakki Bey (p. 88). In 
Unkan the same song insaba/remel is attributed to Dede Efendi (530) and 
in Aksiit it is listed asyiiriik semai by Hafiz Abdullah Aga (d.l826) (p.96). 

62] 9a !§em-i giryan Idle suzan.,. The same beste in uzzal ma hi- 
caz! hafifis included in Beste ve semai mecmuasi (fol. 52b). 

63] 9a Tahrir-i milceddet. The heading of Chapter 3 points to the 

continuation of Chapter 1. The 12 makams and their subordinate §ubes 
previously described are now set in relationship to the 12 zodiac signs and 
the four elements. The equivalent Armenian names of the 12 zodiac signs 
are added in the margin: gnL[, LuqbqhujLnn, Ljnju, bni[\, bfibninfibLub, 

LLii6bq2hi-n. fubgqbmhh, hna, hnj. 

The 12 makams are catalogued in six pairs with the respective subordi¬ 
nate §ubes corresponding to the six fundamental tones and modes: rast, 
dilgdh, segdh, neva, hiiseyni, evig. To each pair are added the derivative 
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modes that are related to the makams and are associated with the respec¬ 
tive four elements. The six parent modes (vast, diigdh, segdh, neva, hilseyni 
and evig) are not included in the catalogue of the 12 principal makams. It is 
noticeable that the order of the 12 zodiac signs is not that of the chronological 
arrangement of the constellations from spring to winter. The astrological 
correlations of the 12 makams grouped in two by two are shown hereunder: 

Group on vast: rehavi -Taurus - earth; penggdh - Sagittarius - fire. The 
§ube nihavend-i sagirek (8) which has the same seyir as nihavend-i sagir 
(4) except for the ending note nihavend is omitted. 

Group on diigdh: muhayyer - Virgo - earth; saba - Scorpio - water. The 
derivative mode zemzeme (27) is omitted. Also omitted is hisarek (34), 
which is a derivation of hisar (28). Curiously, saba is listed in the same 
group both as a makam and as the §ube named muharrik saba which is evi¬ 
dently identical with the §ube previously described as saba-i muharrik 
(31). Even more confusing is the entry of dugdh-i rumi in this section as a 
§ube, albeit it occupies the position of a makam (21) in Chapter 1. 

Group onsegdh: §ehnaz - Pisces - water; hicaz - Gemini - air. All deriv¬ 
ing §ubes are included. 

Group on Jieva: acem - Capricorn - earth; Isfahan - Leo - fire. The §ubes 
nazike-i arak (62), maye-beyati, (66 and 67), huzi (69) and nuhilft (70) are 
omitted. 

Group on hilseyni: tahir - Cancer - water; buselik - Aquarius - air. The 
§ubes nevruz-i rumi (79), §uri (83), selmek (84), and hilseyni-agiran (S7) 
are not included. 

Group on evig: gerdaniye - Libra - air; bestenigdr - Aries - fire. Omitted 
are the^t/fees sultani arak (108) and rahatulervah-i berka (109). 

The list of the 12 modes is intriguing because the names included in it 
vary from other Turkish sources where the mentioned modes are designated 
as entities of secondary categories, such as derivative modes and compounds 
called terkibat. On the other hand the parallel between the 12 principal 
modes and the 12 constellations of the zodiac is definitely arbitrary. Histori¬ 
cally Turkish theorists emphasized in their writings the astrological corre¬ 
lations of music and set up charts with equivalences between the musical 
modes and the celestial bodies, the 12 zodiac signs and the seven planets. 
But their equivalences met in other sources do not match exactly the correla¬ 
tions presented by Artin. 

64] 10a gubelerin ve makamlarin adini... Chapter 4 contains an in¬ 
dex of names of modes written as individual titles, separated by dash-tilde- 
double dash marks. Some words are divided into two syllables written one 
beneath the other. Perhaps the listing was intended as a device for memori¬ 
zation designed to aid the student to learn by rote the full names or to chant 
the initial syllable of the specific word. On the other hand the graphic 
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arrangement of titles might purport to an aesthetic reason. 

The names of some modes included in the index point out to an older 
stratum of musical tradition, as for example arak-maye (listed twice) and 
segdh-maye. 

Another particularity in Artin's index is baba tahir entered in lieu of 
tahir, the former being noted as an older name of this mode. The differences 
between tahir and baba tahir are of nuances. Cantemir affirms that the 
mode baba tahir proceeds from muhayyer, moves like beyati and makes 
finalis ondilgah (I, p. 54). However, Abdiilbaki Dede mentions a tahir-i sa- 
gir distinct from tahir-i kebir, created by the latter masters with finalis on 
u§§ak (fol. 18b). On his turn, Kiltzanides describes tahir progression start¬ 
ing from neva and ending on diigdh, whereas baba tahir, a mode of trans¬ 
position with saba color (qesni) opens from muhayyer (p. 97-98). 

65] 10b Chapter 5 lists 28 usuls of whose some have indicators for 
the number of beats. Due to scribal laxity the rhythms ze/zcir (60 beats) and 
devrikebir (14 beats) are listed twice with the same number of beats. 

66] 10b Chapter 6 illustrates the symbols of notation for the pitches 
of the two-octave plus one wholetone fundamental scale, including the basic 
tones and the halftones. The names of the symbols are the Turkish names of 
pitches from yegdh to tiz hilseyni. The signs for the duration of sounds are 
displayed in examples of combinations with pitch symbols. Finally, addi¬ 
tional alphabetical symbols are applied to the 16 basic tones of the two-oc¬ 
tave scale. These are 16 letters from Armenian alphabet (hui) hurufatindan), 
matched to the 16 symbols of the basic wholetones. The contrivance is in¬ 
tended for the singers, to enable them to train their voice with vocalization 
exercises and to read notes. In ms. the notational symbols of segdh and gar- 
gdh were erroneously rendered by the scribe and consequently have been 
corrected in our transcription. 

67] 11b Chapter 7 explains the techniques of transposition 
yuzii) in a rather extensive and detailed manner. The rules of transposition 
have as point of reference the diigdh tone. The examples specify the method 
of transferring the position of pitches through changing the tuning and ad¬ 
justing the strings. By this method the seven amazes of the octave are 
changed into nims and viceversa starting from the fundamental diigdh (I- 
XXIX). The complex rules of this method are expanded to transferring a 
pitch movable position to another level, whether at a smaller or wider inter¬ 
val in order to produce a new melodic compound, to introduce modulations or 
to create a new color or intonational nuance. The technique requires changes 
in tuning and adjusting the frets, and demands a particular skill from the 
performer's part to produce pitch deviation in bending up and down the 
string with the sliding of the fingers. A modern analogous method is what 
present musicians call “transpoze galmak” that is effected by changing or not 
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the basic tuning. 

The transpositions that are detailed in this chapter encompass a broad 
variety of options going beyond the traditional rules of transposition at 
fourth, fifth and octave intervals to transferring the pitches from lower to 
higher register and to smaller or much larger intervals. Artin's instructions 
concerning the ways of transgressing the movable positions of the sounds 
have no parallel in the Ottoman literature of the epoch but can be traced to 
the performing traditions of Iranian and Transcaucasian musicians. In an 
article written on Mirza Bey’s Risale-i Musigi dated c. 1610, the musicolo¬ 
gist Gultekin Shamilly lays stress upon the technique of transferring a melo¬ 
dy type to another pitch of the modal system practiced in seventeenth-centu¬ 
ry Azerbaijan. Shamilly substantiates the resulting development in the 
melody types (murakkab) on the grounds of the sophisticated transposition¬ 
al techniques of Azerbaijani musicians (1992: 1-11). 

Cantemir affirms that the Persian musicians (acem sazende) were 
highly trained in transposing techniques whereas few Turkish musicians 
knew of them (I, p. 50). He enumerates four “old” methods of transposition 
named §eddud yehudan (transposition of the Jews), §eddud muhtelif 
(changing a nim into a tarn perde), §eddu’l hams (at interval of fifth), §ed- 
dud asl (at interval of fourth), and a “new” one at interval of third which has 
no name: The first one is the “universal way^’ (tarikd amm) employed for the 
tuning and harmony of the instrument that proceeds from the tone dilgdh 
which is the kutb-i daire, i.e. the pole of the tonal system, and produces the 
movement of the melodic structures (hareket nagmeye §uru' olunur) (I, p. 
49-50, 70, 77). The “universal wa}^’ relates to the principle exposited in Ar- 
tin’s instructions. The theoretical foundation of this ancient method of 
transposing can be traced back to Abdiilkadir Maragi who explained com¬ 
prehensively this technique in his work Makasid-ul Elhan. The same idea 
is illustrated by Hizir Aga in a three-tiered circular diagram where 64 modes 
are written in circlets in relationship to diigdh inscribed in the center with 
the heading diigdh ser perde-i musikidir (fob 9b). Similarly Chalatzoglou 
underlines the privileged position of diigdh among the totality of 64 melodic 
scales as the begin and base (apxf) xal 9e/7 eXiov) of the Greek and Persian mu¬ 
sical art (p. 40). 

Apart from this Cantemir refers to the technique of changing the nim 
perdeleri so that every mode can be played with transposed tones, a method 
that requires assiduous practice (I, p. 50). Ha§im Bey follows the same line 
of thought and presents two tables of transpositions. The first exhibits ex¬ 
amples of transpositions at fourth, fifth and octave intervals. The second in¬ 
cludes the transferring of halftones, like pes hicaz to rehavi, rehavi to niha- 
vendy etc. (p. 75-76). Artin’s system of transpositions incorporates all as¬ 
pects. 
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68] 14b Chapter 8 discusses the origin and foundation of the science 
of music and the formation of the seven tones in relation to the celestial 
bodies. The setting brings together in the frame the grand masters, Tahmas 
Kulu himself and Tanburi Kiiguk Artin, who is the narrator and also a perso¬ 
na in the narrative. We are reminded that Artin served Tahmas Kulu for six 
years and brought his treatise to Istanbul, which may point to the time of the 
completion of the work. 

The scene for the dialectical debates is set in an imaginary meadow 
where the assembly of Iranian, Turkish (fB-fiipuJli), Indian and Sindhi mas¬ 
ters is honored by Tahmas Kulu as the protagonist and judge of the event 
who conducts the enquiry by question and answer. Kliguk Artin also attends 
the discussions. Obviously the frame of analysis broadens to a larger inter- 
cultural scope involving masters of various ethnic background beside the 
Persian masters. The masters recourse to ancient treatises to explain how 
music came about from the celestial spheres and how the Seven Sages 
(hilkema) emerged at that primeval time. 

69] 15a iptida hu kdr-il ameli yedi kukema... The one-syllable 
names of the Seven Sages are the following: Zat, Fat, Cem, Em, Fen, Er, Ser. 
From the context it can be assumed that their names derive from Sindhi idi¬ 
om. To my regret I had no access to Sindhi sources to identify the origin of 
these names. There is a hierarchic relationship between them as masters 
and disciples. Except for Zat who is the supreme master, each of the six be¬ 
ings is the disciple of the preceding one and the master of the succeeding one. 
Another distinction between them is of theological order. Zat was from the 
origin a God worhipper (Allah perest) whereas Fat was a pagan (putperest). 
Fat created many idols, but thanks to ZaPs care grew iuto a God believer and 
his disciple Cem converted too, thus all seven beings became Allah believers. 
This story seems to have a historical connotation pointing to the acceptance 
of the faith in one God in opposition to the pre-Islamic period ofjahiliyya, 

70] 15b Bu yedi §ahis bir yere geldikleri zaman. .. The tradition re¬ 
lated here involves the collectively shared work of the Seven Sages in the 
discovery of the voices of the heavenly bodies. Those beings, who at the same 
time exemplify the seven planets, were enabled to reflect the image of the 
heavenly spheres from the mirror laid in their innermost which resembled a 
looking glass. Each of them was designated a sphere and turned toward the 
Sim. Though this version is based upon the philosophical Pythagorean tra¬ 
dition of the discovery of the celestial voices it is unlike the legendaiy story of 
§eyh Musikdr. In Cantemir’s relation of the well-known legend, §eyh 
Musikdr went into seclusion and surrendered his soul to meditation, when 
he suddenly begun to hear the voices of the celestial spheres. He listened to 
the heavenly voices for twelve nights and recorded them in his mind and 
thus created the twelve modes (I, p. 68). 
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71] 15b In Chapter 9 the Seven Sages struggle to find the positions 
relative to their nominal planets on the celestial orbits to reach the harmony 
of voices. The arrangement in order of the respective scale tones and the cor¬ 
responding planets is this: 

1. Em - the Moon - vast; 2. Cem - Mercury - diigdh; 3. Fat - Venus - 
segdh; 4. Zat - the Sun - gargdh; 5. Fen - Mars - neva; 6. Er - Jupiter - 
hiiseyni; 7. Ser - Saturn - evig. In this setting gargdh occupies the central 
position of the Sun. 

72] 15b A circular diagram is drawn placing Zat in a predominant 
position over the other six entities on the celestial sphere; they are assigned 
the respective positional coordinates. Zat, who has absolute agency over the 
other six beigns as the master of all hukema, tests their voices for compati¬ 
ble harmonious intonation. 

73] 17b Linear diagram wih Zat in preeminent position over three 
beings positioned in scalar descending line to rightmost (segdh, diigdh, 
rast) and the other three positioned in scalar ascending direction to leftmost 
(neva, hiiseyni, evig). Zat sets the six beings on either side of his see and is 
satisfied with the celestial harmonies and musical consonances they earned 
in their positions. 

74] 17a Hepsi goniil birligi ettiler... The frame of action switches to 
an image of this world. The sages consent to put together the primary parts 
of a musical instrument. They cut wood pieces to drill seven holes into a tube 
for blowing the tones which is compared to the chanter of the gayda the 
shepherds play. The name gayda refers to a primitive bagpipe with a single 
chanter and a single drone known as the Thracian bagpipe, considered to 
have been borrowed from the Bulgarian shepherds and was played mostly in 
Turkish Thracia (Picken 1975: 549-52). 

75] 17a tahibhane yapdilar, ve §akirdler aldilar... TYie disciples of 
the Seven Sages begin to apply the music in medecine and find the corre¬ 
spondences between the diseases of human beings and the influence of the 
stars. They establish the principles of music therapy, a traditional Islamic 
science with practical application linked to astrology and to physical humcin 
types. 

76] 17a Sonradan o adlar ki rast ... The alternate names of 14 sca¬ 
lar steps given here are derivations of the one-syllable names of the Seven 
Sages that might have a Sindhi origin. As regarding the words upuru for 
dik and nigiri for pes, which appear in the text and denote the high and low 
degrees in the two-octave range, these have their correspondents in the Ur¬ 
du words ubur and nigger. 

The equivalent names of degrees are the following: rast ~ Emlek; 
diigdh = Cemlek; segdh = Fatlek; gargdh = Zatlek; neva = Fenlek; hiisey¬ 
ni = Erlek; evig ~ Serlek; gerdaniye ~ dik Emlek; muhayyer = dik Cemlek; 
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tiz segdh = dik Fatlek; tiz gargdh - dik Zatlek; tiz neva = dik Fenlek; arak 

- pes Serlek; agiran = pes Erlek. 

Multani ve Rajput lisani phrase refers to the idioms spoken in Multan 
region and Rajputana that roughly encompasses the present southern Pun¬ 
jab area and the western part of Rajasthan province. Some geographers 
have attributed the Multan region to Sindh country. The city of Multan was 
known in ancient times for an important temple dedicatd to the sim-god that 
attracted the pilgrimage of Hindi worshippers. The city remained the capital 
of the Sindh province for many centuries. The town was considerd the gate to 
Khorasan leading directly to Kandahar, and held a strategic position in his¬ 
tory as a crucial point on the route to India. The site was also reknown for the 
mausoleum of Shah Shams Tabriz (d. 1276) built there in 1330. 

In a region where several dialects were spoken beside written docu¬ 
ments in Arabic, Persian and Sindhi, Multani language was one of the prin¬ 
cipal dialects spoken in the area which belongs in the present to southern 
Punjab. It probably designates a northern Sindhi dialect mixed with a va¬ 
riety of Hindi, Persian and Arabic words. Spoken by an ethnically mixed 
population, the Sindhi idiom is distinguished from Urdu and Punjabi by 
many lexical items. Evidently Rajput language refers to one of the Hindi dia¬ 
lects of Sanskrit derivation from western Rajputana, commonly known as 
Rajasthan region, 

77] 17b Bu §akirdler... After finishing their work, the six disciples 
of the Seven Sages bid farewell to one another and travel to far-away regions 
of the world to discover the typical modes of those geographical regions that 
are related to the planets: 

Europe - the Moon - rehavi; 2. Turkey - Mercury - muhayyer; 3. Arabia 
“Venus - §ehnaz; 4. Persia - Mars - acem; 5. India - Jupiter -tahir; 6. Africa 

- Saturn - evig. The Sun is not assigned a particular country because this lu¬ 
minary changes its risings and settings from day to day. Insomuch as eva¬ 
sive may be, this explanation tends to justify the absence of gargdh from the 
melodic modes described in Chapter 1. (See also note 1].) 

78] 18a The second generation of disciples entailed by the original 
disciples includes six names: Beha, Enis, Ilyas, Feridun, Esedi and Hut. 
They, too, are sages and the inventors of musical instruments. 

79] 18a Esedi hukema invented the kanun from the image of a dis¬ 
trict with this name. The invention of the kanun, considered an instrument 
of Arabic origin and commonly attributed to al-Farabi, is assigned by Evliya 
Qelebi to the famous Kanuncu Ali §ah (1896,1: 637). 

80] 18a Feridim hukema invented the genk from the image of a bird 
perched on a branch whose name was genguni in Multani parlance. Evliya 
credits Pythagoras (Fisagoret-i Hekim) with the creation of the harp (I: 
624). The image described by Artin evokes the angular harp of the Middle 
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East with a tapered body, a curved upper end and a curled tail. 

81] 18a Hut hukema invented the tulum, the droneless double- 
chanter bagpipe played in the parts of northeastern Anatolia. This is the 
common instrument of shepherds and herdsmen spread over the vast space 
of eastern Turkey, Armenia and Georgia, Caucasus and Volga regions 
(Picken 1975: 528-47). Evliya mentions it as tulum dudiigu, invented by 
the Russians (Urus) and played by shepherds, thus pointing to the Black 
Sea region (I: 642). Artin’s brief description matches the Anatolian type of 
bagpipe. Hut took the form of the instrument from a funnyman whose phy¬ 
sique resembled a tulum. Perhaps this detail relates to the street entertain¬ 
ment performed by the tulumcus, young men carrying skin bags filled with 
air at popular festivities. They are often represented in Ottoman miniatures 
tossing the bags in the air or throwing them at each other. Sieur de la Croix, a 
French traveler from the seventeenth century described in his Memoires 
the guild procession of the tulumcus led by a masquerader riding a donkey. 
They happened to strike the spectators with their skin bags driving them oft 
and producing comical amusement in the crowd (quoted in And 1976: 137). 

82] 18a A third generation of disciples derived from the former six 
sages come forth and enter the scene. Their names are: Turhan, Ciineyid, 
Muzis, §ahipeder, Navza and Heyaz. These entities know the rules of the 
theory of music, they are theoreticians and philosophers of the science of mu¬ 
sic. They also are the doctors who understand the causes of illness and evalu¬ 
ate the influence of the heavenly bodies upon human humors and maladies, 
and place them in relationship to the four elements. Beyond all this their 
movement engendered three usuls: sofyan, evfer and semai. 

83] 18b o da§in adina Orga derler... Turhan is said to have taken 
the image of an instrinnent with this name from the mountain Orga suggest¬ 
ing the organ and the place Urfa. Evliya affirms that the urganun, an in¬ 
strument played only by the Christian monks in their churches, was invent¬ 
ed by King David in the city of Raha known also as Urfa. He adds that the 
Christians played the makam rehavi (I: 623). This legend agrees with the 
myth previously related by Artin according to which the mode rehavi/rast 
discovered in Raha was proper to Europe (see note 77]). Although not played 
by Muslims, the organ was known in the eighteenth-century Turkey. Hizir 
Aga presents in his risale the picture of a 24-pipe organ with bellows and 
diigdh fundamental (fol. 24b). 

84] 18b The afore named six disciples continue to wander to distant 
places to gather the makams and the derivative §ubes. They find the six 
basic agazes and correlate them to the planets and the respective name of 
the places and their rulers (Padi§ah). 

85] 18b Qunkii §erefi evinde agazelerini degi§dirirler felekiyatlar. 
The modal system founded upon the primary six modes develops further 
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when the six planets enter the houses of zodiac signs, can rule certain signs 
and transform activities. Thus the rulership (§erefi evinde) is defined as an 
association of the planets with the signs of the zodiac whereby a planet is 
said to “rule” a certain sign or signs. The concept of these relationships had 
come down from the time of Ptolemy and was also held in Hindu astrology. 
The known planets ruled two signs: Mercury ruled Virgo and Gemini, Venus 
ruled Taurus and Libra, Mars ruled Aries and Scorpio, Jupiter ruled Sagit* 
tarius and Pisces, and Saturn ruled Capricorn and Aquarius. The Sun and 
the Moon ruled one sign apiece, Leo and Cancer. 

Artin’s chart gives an almost similar relationship: the Moon rules Can¬ 
cer and Taurus engendering rehavUrast; Mercury rules Gemini and Virgo 
engendering muhayyer; Venus rules Taurus and Pisces engendering 
§ehnaz; Mars rules Aries and Capricorn engendering acem; Jupiter rules 
Sagittarius and Cancer engendering tahir; Saturn rules Capricorn and Li¬ 
bra engendering gerdaniye. As for the Sun this luminary produces no 
change of mode in whatever sign might be. 

86] 19a The debate of the grand masters progresses to the satisfac¬ 
tion of Tahmas Kulu who expresses his contentment to his friend Mirza Ze- 
ki, also present at discussions. Indeed Mirza Zeki was a historical person 
who held the position of chief master of ceremonies at the court of Nadir 
Shah (Kishmishev 1889: 103, quoted in Tahmizian 1968: 133 note 5). 

87] 19a ^erefi evine... The masters give the essential definition of 
rulership explaining that the house ruler placed in a zodiac sign is the §ah. 

88] 19a Iran ustadlar dediler. The narrative shifts from the mythi¬ 
cal stage to a rather historical frame. The discussion between the masters 
and Tahmas Kulu takes on political overtones, when the former complain 
about the many years of war campaigns that impeded them to write musical 
treatises. Forthwith Tahmas Kulu invests them with the authority to wiite 
treatises on music and practice their skills. Kiiguk Artin, present at the as¬ 
sembly, is also entrusted by Tahmas Kulu to write in his edvdr all that he 
learned from the masters. Artin goes to his tent, briefly researches the issue 
and narrates the traditional story of the camel about the effect of music. The 
masters enjoy it and write it down in their books. The affirmation is rather 
incongruous considering this popular anecdote was widely reproduced in 
most treatises. Now it is Artin’s turn to ask questions to the grand masters. 
At this point in the narration the sovereign Tahmas Kulu vanishes from the 
scene of action, leaves the stage unnoticed and will not return again. 

89] 19b Dediler hize ustadlar. Three sages of the fourth generation 
enter the scene: Sukrat, Kelan and §it. They take part in the dialectical dis¬ 
putation versus the masters. The masters contend that there are 12 ma- 
kams built from the primary six agazes and state that the generations of 
sages coming down from Zat to Sukrat, Kelan and §it, they all had postulat- 
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ed that the rulersliip whereby a certain planet rules a sign was the cause of 
developing the modes and not the ascending or descending position of the re¬ 
spective constellation. 

90] 19b Sukrat, Kelaii, §it ve bu yiiz hiikema... The group of sages 
present at debates amoimts now to himdred beings who give rise to other ad¬ 
ditional six makams, the way the ancient masters have designed the pri¬ 
mary SIX ones. So they set up penggdh to rehavi, saba to muhayyer, hicaz to 
§ehnaz, Isfahan to acem, buselik to tahir, and bestenigdr to gerdaniye. 
The three new sages explain that they created these modes generating their 
melodic structures through the ascent of the stars in the houses of the zodiac 
signs. Thus buselik was assigned to Aries, Isfahan to Aquarius, hicaz to 
Gemini, saba to Scorpio, and penggdh to Sagittarius. The arrangement of 
these six modes corresponds to the index of all melodic modes in Chapter 3 
(see note 63]). 

91] 20a o ki kimimizin ate§i galib... Turhan, Muzis, Ciineyid, §ahi- 
peder, Navza and Heyaz traveled to va’dous regions of the world and gave 
the primary six modes the right nature corresponding to the four elements 
listed in Chapter 3. (See also note 63].) 

The disputation between Heyaz and the three last sages continues on 
the issue whether the modes were formed on a six or seven-mode system. 
The ancient masters have received the seven-mode system from the precur¬ 
sor TscZe/). Evidently there is theoretical conflict between the two traditions. 
The Persian tradition holds that Barbad invented seven fundcimental modal 
structures that enhanced the development of melodies matching the num¬ 
ber of days in the Sassanid calendar. The Arabic tradition developed a com¬ 
plex concept of modality. Safi al-Din al-Urmawi (b.c. 1216-d. 1294) institut¬ 
ed the modal system of 12 principal modes (shadd/pl, shudud) and six 
secondary modes (awazat). The disciples of his school have related the two 
modal categories to the zodiac signs and the planets, and added one more 
mode in the second category to match the seven planets. The early Ottoman 
theorists adopted the general classification into 12 principal makams 
matching the 12 horoscope signs, and the seven secondary modes named 
avazes matching the seven planets. 

The tradition of the two sets of six modes forming the category of 12 prin¬ 
cipal modes was known to Arab theoreticians too. The modes were classified 
into six primary male modes and six derived female modes. Shibab al-Din al- 
Ajami, a writer of late fifteenth century, noted the distinction between these 
two categories of modes (Neubauer 1999-2000: 323). Elements of this tradi¬ 
tion endured in Central Asia. There is evidence that a system of six modes 
(shashmakom) derived from the modal concept of Timurid court music was 
practiced in the region of Bukhara and Kiwa and came down to modern times 
(Neubauer 1997: 360-61). 
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From the legend recounted by Artin it can be surmised that there were 
theoretical tensions between the two concepts which coexisted in parallel. 
The six-mode framework was fundamental to the astrological equation with 
the zodiac and the seven-mode configuration was basic to the time cycle con¬ 
cept. The combination of the two concepts produced variations in modal tax¬ 
onomy. Progressively the concept of 12 principal makams took prominence 
and the seven avazes formed the secondary modal system derived from the 
former. 

92] 20b Gelelim hir dahi babe ki tanbur... At the opening of Chapter 
10 on the tanbur Artin asks the hundred hilkema about the origination of 
instruments. They reply that the miskal belongs to §it, the keman to 
Sukrat and the tanbur to Kelan. All three instruments were characteristic 
of the Persian-Turkish art music of the time. 

The panpipe named miskal is mentioned twice by Evliya. First entry 
has musikdr or miskal, invented by Pythagoras (Fisagoret) (I: 624). Second 
entry has Musa musikdri, invented by Moses, the successor of Pythagoras 
(I: 636). The name keman designates the unfretted spike fiddle played with 
a bow, commonly known as kemange or kemenge in Turkish and kamancha 
in Persian. Finally the invention of the tanbur, the Turkish fretted long¬ 
necked lute plucked with a plectrum that was the prototype instrument for 
the art music of the eighteenth century is attributed to Kelan. Evliya refers 
to two older varieties of tanbur: one from Mara§, invented by the perfect 
master Tanburi Miizewir Ahmed, and another with three strings created in 
Kiitahya by Iftadelioglu; both were played to seduce young lovers (I: 640). 

931 20b Kebir... A new protagonist enters the scene whose symbolic 
name is Kebir, a being descending from SukraFs time, perhaps another 
guise for Aristotle. Kebir is a natural philosopher who engages a dialogue 
with Sukrat about the essence of musical tones and their corporeality. The 
human creature is related to the physical world through the four elements 
that are components of his body. Music is said to be a gift yet not visible be¬ 
cause the musical sound is not perceptible to sight. Likewise the sounds of 
the tanbur have no materiality. However, the instrument has a physical 
body whose soul is the musician (sazende). The form of the tanbur was 
shaped from the figure of man, the creature of this world. The relationship of 
the parts of human body to the four elements and to the cosmos is presented 
in suggestive images. The cosmic image of man is depicted from waist up, 
holding his arms extended upward like a tree reaching high to the sky, with 
the picture of the celestial sphere mirrored on his chest and the names of mu¬ 
sical modes or rhythms inscribed onto. This allegorical image was frequent¬ 
ly represented in manuscripts. Ha§im Bey has three illustrations in his trea¬ 
tise that bear a striking resemblance to the afore mentioned description (p. 
64-66). 
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The human being is connected to the seven planets and his body is made 
of 12 parts corresponding to the 12 zodiac signs. Specifically the human body 
is composed of 365 joints that are the signs of the 365 days in the year. The 
number of days given by Artin refers to the Iranian Djelali solar calendar in¬ 
stituted by the Seljuk Sultan Djelaluddawla (Melik Shah) in the eleventh 
century which prescribed about 365 days in a year divided into 12 months. 
In fact the Muslim calendar is a purely lunar calendar of 354 or 355 days in a 
year, while the Hindu calendar also is based on a year of 12 lunar months 
with a total of 354 days. 

94] 21b bizim tanburumuz da insana te§bihdir,,. The parts of the 
tanbur are compared to parts of the human body: the box to the head, the 
neck to the body, the fi’ets to the sinews, the four strings to the heart arteries, 
the fifth string to human breath (nefes), because it is an open string and vi¬ 
brates freely. The melodic scales are transmitted through the strings in the 
form ordained by the seven planets. This description refers to a type of tan¬ 
bur similar to the instrument sketched by Cantemir having four strings and 
an open string tuned to yegdh (I, p. 131). 

95] 21b Tekrar Sukrat hiikemaya sordu Kebir... The analogy of the 
tanbur to the celestial sphere is detailed even more in Chapter 11, Sukrat 
draws the picture of the tanbur and explains to Kebir the semblance of the 
parts of the instrument to the configuration of the stars in the sky and the 
parallelism between the movements of the player and the progression of the 
planets and constellations. 

We are told that the picture of the strings connected to the celestial 
bodies was illustrated in the treatises of the masters. Still the reader is ad¬ 
vised to pay attention to the enclosed picture. If there was a tanbur sketch 
included in the original manuscript, we do not know because the copy does 
not have it. In the same section Kebir pledges to be a disciple, turns greatly 
skilled and becomes a worshipper of Allah (Allah perest), 

96] 22a Lakin bizim tanburumuzun teli sekiz... Artin makes a point 
stressing that his tanbur has eight strings with the open string tuned to 
yegdh. Thereof seven strings are alloted to the seven planets. Evidently Ar- 
tin’s instrument was the typical Turkish classical tanbur of the eighteenth 
century as it is depicted in Charles Fonton, Kavdid-i nagme and Abbe Tode- 
rinf s book. 

97] 22a agazenin §erefini hubv''unu ve evcini... Chapter 12 defines 
in parable form the essential notions concerning the scalar degrees drawn 
from astronomical and astrological notions. These refer to the house ruler- 
ship (§eref), the highest point in ascendant (eve) or aphelion that is the most 
distant point to the sun in the orbit of a planet, and the lowest point in de¬ 
scendant (hiibut) or perihelion that is the nearest point to the sun in the or¬ 
bit of a planet. In addition to these, when the planets travel from one house to 
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another house they share qualities from both signs and so they are on the 
cusp, which is the line separating a house from the preceding house. The 
sharing of ruling is the place of the planet division (taksim). The analogy to 
music is demonstrated with actual examples. The house ruler of Jieva is the 
house of tone rast (used in the sense of degree), the house of its highest point 
is the house of tiz neva, the house of its lowest point is yegdh, and so on. 

98] 22b Gelelim bir babe dahi kim... Chapter 13 presents am enco¬ 
mium of the science of music in comparison to the four medieval sciences of 
the quadrivium, namely arithmetic, music, geometry and astronomy, and to 
the medical science. The rhetorical argumentation extols the essence of mu¬ 
sic and persuades that music underlies the other sciences, because music is 
tone (agazedir) and movement. The rhythm patterns compute musical 
arithmetics. The musical forms pertain to geometry, as a oom^oxind (terkib) 
is designed from some notes (nagme), and several terkibs compose a form 
(usul). To astronomy music is related through the combining aspects of the 
planets and constellations. Music is endowed to medical science for its physi¬ 
cal influence (tesir) upon the humans that is manifested in the correlations 
of melodies to the celestial bodies and the agency of the four elements. 

99] 22b Gelelim bir babe dahi...tarifine dediler... Chapter 14 re¬ 
sumes the theme of symbolic correspondences between regions and places. 
The masters present salutations to each other in search for the second set of 
six modes assigned to their countries: penqgdh, saba, hicaz, Isfahan, buselik 
and bestenigdr. 

100] 23a Gelelim bir babe ki usuller beyan edelim... The traditional 
theory of the 24 usuls that was instituted by the sages is presented in Chap¬ 
ter 15. It includes the examination of the two basic types, sakil and hafif 
and explains the therapeutic action of the rhythm patterns matched to the 
24 hours of the day and night. Artin mentions the allegorical picture of a man 
illustrating the link between human natural inclinations and the forms of 
usuls. When treating a sick person with music, the doctor ought to be versed 
in astronomy and know the natural inclination and pulse of the individual to 
recommend the adequate type of melody and rhythm, whether pe§rev, se- 
mai or ilahi. 

101] 24a Bu edvarin iginde tarik nedir... The conventional method of 
performing the rhythm patterns submits to the traditional rules of percus¬ 
sion. The qualities of beat units are executed by striking diim beat with the 
right hand, tek beat with the left hand and teke with both hands in consecu¬ 
tive motion. The notational symbols for the beats, however, are of original 
design. Artin gives the key of the signs: 

(dot) = diim; (elif) = tek; (number shape) = teke; 

= teke teke in consecutive strokes, (§edde) = over a dot (nokta) or 

over a stem (elif) elongates the beat; - group of clustered signs means 
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quick percussion as in velveli technique; = group of spaced signs means 

slow percussion. 

The notations include 28 usuls that were already listed in Chapter 5 
(note 65]). The rhythm darbifetih is notated on the quick pace as yurilk with 
88 beats, and on the slow pace (a§ir) with 44 beats. These two levels of meas¬ 
ure common to practitioners are named by Hizir Aga mertehe-i darb-i evvel 
(44 beats) and mertebe-i darb-i sani (88 beats) (fob 20a). 

102] 24b Gelelim bir babe dahi kim musikinin tesirinin... Chapter 16 
outlines a brief dissertation on the subject of music and its impact upon man 
through the action of the elements. Music is seen as a dual activity, a spiritu¬ 
al aptitude and a skilfulness of the ear, just like man is shaped out of four 
parts, two aloft elements (fire and air) and two lowly elements (earth and wa¬ 
ter). Consequently the appropriate makam should be appointed to the per¬ 
son with the respective physical qualities. 

103] 25a Gelelim...tanburun yirmi dokuz perdenin adini... The fun¬ 
damental scale of the taiibur is explained in details in Chapter 17. The fixed 
tones (a§aze) and the halftones (nim) are set on a range of two octaves plus 
one wholetone at the basis, namely fromye^dA to tiz hiiseyni. Yet there are 
several alternate names of pitches whether they are produced in ascending 
or descending direction. Artin's meticulous enumeration of equivalent 
names of pitches casts light upon the significant process of musical accultu¬ 
ration and the assimilation of a diverse nomenclature in the practice of his 
time. 

104] 25a Onun iqin sabadan tarif ettik... The versatile function of 
saba^ the nim perde between neva and gargdh is explained depending on 
the direction of movement on the fingerboard. The tone gargdh is taken as 
ground step (battal) and by pressing neva, segdh and skipping off diigdh, 
the tone produced is hicaz. The other examples following this method stress 
the activating role of saba that affects and alters the tonal entities in its vi¬ 
cinity. This explication refers to the definition of the mode saba given pre¬ 
viously. In Chapter 1 sabad muharrik (31) is a §ube in diigdh; in Chapter 3 
saba is a makam next to muhayyer and hicaz, Isfahan and penggdh, 
whereas muharrik saba is a §ube (See also note 14].) In Artin’s explanation 
saba is equivalated to hicaz, which suggests a change in nomenclature. 
Eventually the mode hicaz turns to a higher prominence in the modal sys¬ 
tem of the epoch. Likewise Kjrrillos states that the mode hicaz is formed 
from three notes, gargdh, neva and hicaz (which stands for saba), and 
from this compound are further formed §ehnaz, hiizzam and humayun (p. 
94). In Artin’s description of modes humayun (39) is a §ube on segdh and 
hiizzam (58) a §ube in neva, while §ehnaz (36) is a mode in segdh and 
Isfahan (51) a mode in neva (Chapter 1). In the index of modes, too, gehnaz 
and Isfahan are entered in the makam category (Chapter 3). 
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105] 25b Gelelim... ney marifeti... Chapter 18 presents a comprehen¬ 
sive description of the ney. There are seven varieties from the larger to the 
smaller type: hattal, davud, §ahmansur, kiiguk mansur, bolahenk, ustaha- 
san, haftibend which is called also silpurge. The variety named ustahasan 
stands presumably for the Turkish term mustahsen designating one of the 
basic kinds of ney. The type haftibend is a common Persian shepherd’s flute 
with seven nodes. A similar kind of flute of Turkish origin is the shepherd’s 
pipe from Dobrudja in Romania. An end-blown reed pipe of small and medi¬ 
um size, it has six fingerholes and a seventh hole drilled on the opposite side 
of the tube which gives the octave of the fundamental tone when it is open. 
The alternate small v3X\e,ty silpilrge is the popular lexical form for sipurde 
known also as ahteri in Turkish tradition. Evliya says that there were 12 
kinds of ney and names the following: battaf dii ahenk, nay, davudi, §ah- 
mansur, serhenk, girift da\dsupurge (I,: 623-24). In a later copy of Kavdid-i 
nagme compiled by Neyzen Dervi§ Mehmed Emin (d. 1812) under the title 
Risale-i fenn-i musiki the pictures of three types of vertical flute are drawn: 
davud, §ahmansur and kiiguk mansur. All three are end-blown flutes with 
six fingerholes and a covered extention to the mouthpart (bagpare) 
(Osterreichisches Staatsarchiv, ms. 389, fol. 4a). Intriguingly, Hizir Aga dis¬ 
plays the illustration of an European transverse flute labeled frengi nayidir 
with six fingerholes and a blowhole giving a D scale, seemingly a western 
military fife (fol. 26b). A classical form of ney mainly played by the Mevlevi 
dervishes is pictured iwRisale-i musiki, a compiled copy of Hizir Aga’s trea¬ 
tise by one Izzet (Bibliotheque Nationale, ms. Suppl. Turc, 1495, fol. 36). 

The tube of the ney described by Artin is comprised of four joints (kat): 
first from ditgah to rast is called fevk, second from diigdh to neva is called 
asil, third from hiiseyni to muhayyer is called taht, fourth from tiz segdh 
to tiz hiiseyni is called safil. 

The measure of length for the ney is the argin of about 68 cm. wich is di¬ 
vided into seven cuts (vurub). These length divisions measured from one 
end to the other end give the name equivalences between the Turkish and 
Persian one-octave steps: 1. "T rast ~ P yegdh; {T yegdh = P pes penggdh); 2. 
T diigdh = P diigdh, 3. T segdh ~ P segdh, 4. T gargdh = P gargdhy 5. T ne¬ 
va = F penggdh, 6. T hiiseyni - P §e§gdh, 7. T evig = P heftgdh, 8. Tgerda- 
niye ~ P hagtgdh. 

Furthermore their deviations (girahlari) are suited to the agazes. 
These are the in-between nims: zirgiile, nihavend^ buselik, saba, beyati, 
acem, mahur, §ehnaz. 

106] 26b Chapter 19 continues the analysis of the ways of transposi¬ 
tion from Chapter 7 with new examples (XXX-XLVII). (See also note 67].) An 
additional table written on columns gives the transpositions at various in¬ 
tervals initiated from rast, segdh, neva and evig. 
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107 ] 27b Gelelim bir babe...hurucatlarin tabiyatini.,. Chapter 20 
gives a concise summary paralleling the four elements to the four sets of 
three zodiac signs each. The style of script indicates that this passage was 
copied by the second scribe who wrote down the verse lines on the first folio. 
From this point on the library numbering of the folios is erratic, including 
some blank folios and skipping numbers in order. 

108 ] 37b This folio includes an extraneous text written by the third 
scribe in Armenian and Turkish with Armenian characters. It gives the 
basic elements of new Armenian notation with few musical examples of the 
Turkish scale. This insertion is of a much later date, probably around 1840, 
when the Hamparsum notation became standard among Armenian and 
Turkish musicians. 

109 ] 39a The third scribe’s signature is inscribed bende-i kemani 
Hocani§in. 

110 ] 39b This last folio is written in the hand of the second scribe. It 
contains a chart of the correspondences between the seven modes of the 
Seven Sages and the positions of the planets. 
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IV. ANALYTICAL EXPLORATION 


1. Preamble 

Kiigiik Artin’s musical treatise constitutes an eclectic work. It holds an 
almost disconnected discourse with subject matters that often recur and 
overlap. Disparities and redundancies notwithstanding, the contents form 
an enlightening dissertation on the fundamental issues of the art music in 
his time. The purpose of the treatise pertains to the practical theory of music 
and its dimension is didactic and pragmatic. The author^s task is to hand 
down a collection of teachings for the students of tanbur. Placed in the 
middle of the eighteenth century the treatise marks a point of transition 
within the broader scope of a period of remarkable creativity in Ottoman 
music and its acculturation to adjacent musical cultures alongside a vast 
territory of ethnic diversity. As Artin repeatedly ascertains in his treatise, 
the depository of his knowledge came from the Iranian, Turkish, Indian and 
Sindhi masters who taught him in his years of apprenticeship and 
peregrination. Thereof the setting of his treatise embraces the perspective of 
a wide geopolitical space with cross-cultural interrelationships. 

The eighteenth century of Ottoman music begun with the innovative 
theory of Dimitrie Cantemir and ended with Abdiilbaki Dede’s revision of 
music theory and analysis. Between these two a good deal of creative 
musicians and lesser theoreticians made their contribution to the progress 
of musical ideas. Their endeavors evidence the constant preoccupation to 
assimilate ethnic and cultural diversity and to build a unifying code of 
theoretical and practical rules of the art music. A complicated task 
considering the plurality of ethnic styles and sources and the multitude of 
schools. On the other hand the theoreticians sought to define originality ver¬ 
sus conventional legacy and aimed to balance the two trends. Considered 
against the background of the Ottoman musical culture of the epoch Artin's 
original work is not an isolated case, but integrates and compares to the 
writings of other Ottoman theorists of music. 

What the Ottoman writers of the eighteenth century shared in common 
was the interest in music notation. Some of them invented or adapted sys¬ 
tems of notation in order to write down examples of music that make up to 
the present day a resourceful body of materials of the epoch. Dimitrie Cante¬ 
mir created an alphabetical system of notation applied to the tanbur scale. 
In the same period Nayi Osman Dede designed an alphabetical notation 
based on the same principles as that invented by Cantemir. Both notations 
are exceptionally similar. By mid-century Mustafa Kevseri adopted Cante- 
mir’s notation and compiled a collection of music written with the latter’s 
method. The Greek Kyrillos Marmarinos, Archbishop of Tinos (c. 1736- 
1756), notated the melodic progressions of the Ottoman secular music with 
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Byzantine notes. Almost in the same decade Tanburi Kiiguk Artin devised 
his system of notation. In the late part of the century Abdulbaki Dede 
revived and applied the notational system of Safi al-Din to the Turkish scale 
and wrote down examples of ilahis in his manual Tahririyye. 

Other authors crossed cultural borders to discover hermeneutical crite- 
ria. The comparative treatises on Ottoman secular music written by Pana3d* 
otes Chalatzoglou (1724) and the abovecited Kyrillos Meirmarinos (1749) ex¬ 
amine the features of the Ottoman secular music (exoterike mousike) from a 
bicultural angle and establish an analogical model of analysis. A consocial 
with whom Artin shared a community of time and space was Hizir Aga, cour¬ 
tier and musician to Sultan Mahmud I, whose treatise written around 1740 
reflects the theoretical and educational preoccupations of Turkish masters. 
Another contemporary was the Frenchman Charles Fonton whose Essai 
sur la musique orientate composed in 1751 reveals aspects of the profession¬ 
al musical life in Istanbul. In the second half of the century the anonymous 
Kavaid-i nagme gives a precious approach to the performing of the melodic 
modes on the tanhur. Finally Antoine de Murat, an Istanbuliot of Christian 
descent, presumably wrote his incomplete Essai some time around 1770. He 
studied Byzantine music and was consocial with Petros Lampadarios or Pe¬ 
tros Peloponnesios, a musician and teacher at the Patriarchate school in 
1776, noted for his mastery of Greek and Turkish music and nicknamed 
Hirsiz Pedro by the Turks. 

Another ideological theme that persists in the musical thinking of the 
epoch is the opposition between ‘"old” and ‘"new.” The tension between 
kadim or atik and cedid had been signaled in the musical Ottoman writ¬ 
ings before the eighteenth century. The adjective kadim was used to desig¬ 
nate an older form of the scalar progression of a mode in contrast to the con¬ 
temporary use or the newer style of rendition The same opposition 

was also employed to qualify an older or newer form of rhythm pattern. The 
antithesis between kadim and cedid was to be clearly articulated by Dimi- 
trie Cantemir who gave a new interpretation to the meaning of these desig¬ 
nates. For Cuntemir kavl-i kadim represents the “old theory handed down 
by the ancient theorists in their treatises, whereas kavld cedid is the new 
theory which is his own theory of Turkish music. 

At the end of the fifteenth century the theorist Muhammad ibn Abd al- 
Hamid al-Ladiqi, originary from Ladik near Amasya and known in Turkish 
references as Mehmed Qelebi Ladikli, had already expounded the concept of 
the opposition between the predecessors (al-qudama) and the successors 
(al-mutakhirun) as a basic criterion in his examination of differences in 
musical ideas and styles alongside the generations of musicians. He makes 
frequent references to the disagreement between the two categories of 
masters in his treatise Al-Fathiyya written in Arabic in 1483 and dedicated 
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to Sultan Bayezid II (1481-1512) (AI-Rajab 1986). The criterion of the two op¬ 
posite ideological poles, the predecessors and the successors, made its way 
into Turkish musical writings. Abdiilbaki Dede repeatedly emphasizes the 
distinction between the opinions and styles of the predecessors (kudema) 
and the successors (mutehirin), and often mentions also the precursor fsc- 
lef). This distinction is significant for evaluating the changes in the theory 
and practice of modes and rh34:hms and will continue to be a guideline in the 
next period. Although the predecessors and the successors cannot interact 
because they do not share a community of time, they are connected through 
conceptions of temporal order and imphcit behavioral styles. The predeces¬ 
sors can be known or more accurately can be known about. Their relation¬ 
ship is culturally formulated in the inventory of available socio-cultural pat¬ 
terns and the character of their class differs from society to society (Geertz 
1973: 364-67). Placed in the socio-cultural system of an inclusive and strati¬ 
fied society like the Ottoman empire, the opposition between predecessors 
and successors enhanced the potential of creativity in arts encouraging the 
spirit of innovation in music. 

Given the eclecticism of sources and materials collected by Tanburi 
Kiigiik Artin, the historical setting of his treatise can be extended for analo¬ 
gies to the following nineteenth century that continued to develop the tradi¬ 
tions of Ottoman music beside new forms of expression. If the eighteenth 
century was illiuninated by original theorists, the scene of the nineteenth 
century gathers a number of diligent compilators who uphold the standards 
of the traditional knowledge in art music. 

The Greek church musicians Konstantinos Protopsaltes and Stephanos 
Domestikos compiled and edited a revised edition of Kyrillos Marmarinos’ 

musical treatise published in 1843 under the title ‘EpjL/riveLa E^ooTEpixfii; 

Mouoixfii; xaL ecpapjL/OYf] ax)xf\(; tfiv xaO ‘fijL/a; jL/ouoixf]v. They give examples 
of songs with lyrics by Beyzade Yanko Khradja and music by Yanko Theolo- 
gos. 

Ha§im Bey compiled his comprehensive Mecmua lithographed in two 
editions (1853 and 1864) where he combines liberal borrowings with interpo¬ 
lations from Cantemir, Hizir Aga, and Abdiilbaki Dede. Though lacking 
originality, Ha§im Bey’s treatise contains the traditional ideas inherited 
from past masters and constitutes a theorical model of late Ottoman music. 

Just about a century after Artin, the Armenian musician Tanburi Alik- 
san (1815-1864) made a name of himself as a master of the melodic modes 
and rh34:hmic cycles. Although he left no theoretical writings to posterity, his 
activities are important for the state of the Ottoman professional art music. 
He started his career as one of the palace pages (ig o§lani), became the pupil 
of Baba Hamparsum Limondjian (1768-1839), and mastered Turkish art 
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music and notation skills, Tanburi Aliksan composed §arkis of which some 
have been printed by Hohvannes Muhendisian (1810-1891). In the period 
1854-1859 Aliksan traveled to Egypt where he served as a court musician to 
the khedive Said Pa§a (1854-1863). Albeit no descriptions of scales or musi¬ 
cal notations have survived from Aliksan, the list of names of modes and 
usuls published by Hisarlian gives an idea of the entire repertoire mastered 
by this Armenian musician (1914: 46-52) 

In the late part of the century Panayiotes Kiltzanides of Bursa compiled 
his handbook on Ottoman secular music entitled M80o6ixfi 
OecopriTLxfi re xai JtpaxtLxf) (1881) where he claims to have culled his knowl¬ 
edge from Dimitrie Cantemir’s book and an unidentified work on instru¬ 
ments named TaXtaxi Meoxcupei ^OofJayii (Aldt-i Me§huriye-i Osmaniye). 
Kiltzanides’ comparative approach to exoterike mousike includes parallels 
to post-Byzantine music and verbal descriptions with notations of melody 
types and songs in Byzantine system. 

Contemporary with Kilktzanides was the Armenian musician Hagopos 
Ayvazian of Arma§ (1869-1918). Gifted with musical talents, Ayvazian stud¬ 
ied Armenian church music with Baba Hamparsum Cherchian (1828-1901), 
became his protege and followed the latter as music teacher at the Armenian 
seminary of the church founded by Armenians in 1611 in Arma§. He was 
versed in Armenian new notation and played on the ud and violin. Ayvazian 
achieved to write his work UpbLlb[jLub bnujd2LnnLjuulj Qb2bLLipL| (Manual of 
Oriental Music) in Western Armenian in 1901. His manual includes descrip¬ 
tions of the melodic modes and rhythms known in his time and many nota¬ 
tions of melody types in new Armenian notation. Ayvazian’s book was trans¬ 
lated into Russian and edited by Nikoghos Tahmizian under the title Ruko- 
vodstvo po Vostochnoi Muzyke (1990). Tahmizian affirms that among the 
papers stored in the Ayvazian Archive at the Eghishe Charentz Museum of 
Literature and Arts in Yerevan there is an anonymous compendium written 
in Turkish with parts compiled from Arutin’s treatise (1968: 20 note 45). 

The parallel between the themes and ideas discussed by Kii^uk Artin in 
his treatise and the Ottoman materials of the eighteenth and nineteenth 
century broadens the scope of the forthcoming examination and places his 
work within the ethnography of the art music of his time stretched over a 
vast region dominated by acculturation. Moreover, the comparison is ex¬ 
pected to demonstrate the continuity in materials and principles alongside 
the variations in individual forms. 
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2. The Tonal System 

The tonal system exposited by Artin in his treatise is a paradigmatic 
concept based upon the fundamental scale of the tanhur which is considered 
the standard instrument of Turkish art music. The 33-pitch tanhur scale 
was codified by Cantemir at the beginning of the century and his concept was 
followed by the succeeding theorists and practitioners (Popescu-Judetz 
1999: 40-46), The two-octave range of the instrument gives a succession of 
basic tones and halftones of various sizes that form the framework for a va¬ 
riety of tonal possibilities capable to render the scales and the melodies. Ar¬ 
tin gives a similar tanhur scale of 16 tarn perde (including yegdh) and 14 
nim perde in Chapter 17. This scale is slightly different from that given by 
Cantemir which has no step between a^ira/z yegdh because there was 
no use of it in compositions. There Artin places §orizen. Unlike Cantemir, 
Artin marks no halftone in the higher register, between tiz neva and tiz 
hiiseyni. Comparing the scale given by Artin to other Ottoman sources of 
the eighteenth-nineteenth century period it becomes conspicuous that sev¬ 
eral alterations and variations occured in the names of pitches. The synoptic 
scales given by various sources highlight the differentiation in the position 
and nomenclature of halftones in TABLE I. The table compares the pitch ar¬ 
rangement of the fundamental scale from Cantemir to Aj^azian (1700- 
1900). 

The disparities concerning the names of pitches depend upon the specif¬ 
ic language and derive from various cultural regions and social spheres as 
well. In his writing Artin pays attention to nomenclature issues on several 
occasions. For example, Artin enumerates the Persian names of the basic 
tones in contrast to the Turkish names underlying the linguistic-ethnic dis¬ 
tinction between “us” (the Turks) and the “Acem” (the Persians). Still the 
names of the basic tones were not subject to changes throughout the periods. 
On the contrary, the names of halftones are exposed to variations, because of 
their liable nature and movable position on the instrument. Moreover Artin 
adds a series of insightful observations to the verbal description of the fun¬ 
damental scale. He notices that the same pitch can acquire different names 
whether it was produced in ascending or descending movement of the scale 
and stresses that a nim perde may have several alternate names. His re¬ 
marks refer to the distinct names of nims that change from ascending to de¬ 
scending succession as well as to alternate names of nims that are inter¬ 
changeable. Regarding this issue Cantemir predicates that the nims have 
the property to change saying tizden nerme varir ise gayr ve nermden tize 
varir ise gayr sada ve gayr nagme ider (I, p. 3). Therefore it is reasonable to 
surmise that the nims intonated in ascending-descending succession may 
hold microtona] differences that are perceivable to the performer’s ear but 
are not always accurately expressed in terminology without the aid of 
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mathematics. 

Other writers tried to pinpoint the exact position and different names of 
pitches on the scale. For example, Kyrillos gives two sets of the tanbur scale, 
namely in ascending and descending succession where the names of the ba¬ 
sic tones are identical and the names of the halftones change depending on 
the direction of intonation (p. 92). Some authors are not so explicit, but dem¬ 
onstrate the same approach with illustrative sketches showing the position 
of the basic tones and halftones inscribed next to the frets of the instrument. 
In general, all sources agree that the names of the halftones are variable de¬ 
pending on the direction of the movement, and make a clear-cut distinction 
between one set of basic tones and another of nims. 

The comparative scales mapped in TABLE I reveal the areas where 
most changes and additions have occurred from Cantemir to Ayvazian. In 
the lower area the basic intervalyegdh-a§iran is divided by inserting alter¬ 
nate halftones. Then the scale extends to the higher area, heyondhilseyiii. 
Ayvazian’s scale extends to tiz sunbUle through three additional basic tones 
and four halftones. Another area of change lies around iieva, at the ground 
of the upper octave where new alternate names are inserted. Considering all 
variations, the number of pitches of the fundamental scale range from 30 to 
38 individual pitch names. 

The issue of alternate names belongs to the changes in practice and ter¬ 
minology caused by complex socio-cultural factors. As it was previously re¬ 
marked, Artin discerns the differentiation in naming the pitches as a feature 
of the ethnic sources he came in contact in his professional activities. These 
were representative of one overall class of contemporaries yet belonging to 
distinct cultures. Apart from these, he elicited valuable resources on this 
matter from the treatises he consulted. Other writers see the feature of nom¬ 
inal equivalences as the expression of two poles, the predecessors and suc¬ 
cessors. On a broad scope, the changes in the nomenclature of pitches and 
modes hint at the tensions between tradition and innovation during a long 
span of time. 

A tentative index of alternate names of equivalent pitches and modes is 
summarized in TABLE II. The examples of alternate names of pitches and 
modes come from sources spanning between Cantemir and Ayvazian and 
are by no means the final and definitive findings on the issue. The names are 
entered in the table in alphabetical order without reference to the sources. 
Since there was no complete agreement in references, the equivalences are 
to be considered with a degree of approximation. Nevertheless the linguistic 
equivalences cast light upon the intricacy of deviations and the force of endu¬ 
rance. A significant example is the designate of the pitch F ambiguously 
named by Cantemir acem a§irani which continued to be known as 
acema§iran for a long time. Then a§iran was dropped from the compound 
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word and the corrected name pes acem or nerm acem was commonly accept¬ 
ed. 

The principial consensus of Ottoman theorists envisages the tanbur as 
the paragon instrument that encompasses the entire range of music. Thence 
it has the technical possibilities to render the tonal nuances and modal devi¬ 
ations and to produce a wide choice of transpositions and modulations. Artin 
articulates this concept in the extensively explained technical instructions 
on the ways of transposition (§edd yuzil). The method of transposing and 
transgressing pitches on the tanbur constitutes a unique textbook and a 
valuable companion to the treatise. The basic and effective criterion of a 
basic way of tuning relative to diigah string produces the changing.of 
sounds at various intervals by transposing and transgressing fixed tones to 
other fixed tones, and halftones to other halftones, or mixing the two catego¬ 
ries of sounds. The expanded transpositions are effective transgressions en¬ 
compassing the entire range of intervals, from microtonal intervals to two- 
octave intervals. The examples proceed in reference to diigah (A) and exhib¬ 
it the whole array of tonal possibilities underlining the classical principle of 
the supremacy of tone A expressed by Cantemir in the definition: diigah 
perdesi ciimle niusikinin dergdh ve vezzamdir (I, p. 28). The same thinking 
is reflected in Hizir Aga’s previously discussed diagram where the 64 maka- 
mat-i me§ruhat derived from diigah are inscribed within a three-tiered cir¬ 
cular diagram, (fol. 9b). 
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Tanbur scale - Panayiotes Kiltzanides, MeGobi^f), 1881, p. 17. 
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Tanbur - Dervi§ Mehmed Emin, Risale-i fenn-i musikt, c. 1780, fol. 3b. 
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Tanbur sketch and scale - Ha?im Bey, Mecmua, 1864, p. 82-83. 


145 









3. Repertoire of the Melodic Modes 

The verbal descriptions of 110 melodic modes illustrate a comprehenive 
picture of the repertoire in use in Artin^s lifetime and common to a vast terri¬ 
tory. Beginning with early Ottoman writers the symbolic classification of 
modes followed the concept of Islamic theorists. Cantemir describes the 
modes handed down in the old treatises that were classified into 12 mak- 
amSy 7 avazeSy four major §ubeSy 24 terkibs associated with the 24 hours of 
day and night, other 20 entities named makam-i me§aih and other addition¬ 
al 15 terkibat amounting to a total of 82 items. He notes that some of the me¬ 
lodic scales were identical with his “new” examplars (I, p. 70-77), The num¬ 
ber of compound modes increased gradually. By mid eighteenth-century Ot¬ 
toman sources account for the accretion of modes and modal combinations in 
musical practice. Estimating all categories of modes involved, principal, sec¬ 
ondary, derivative and combined modal structures, their total amounts to 
about 100 entities. Kyrillos gives descriptions with notations of over 80 me¬ 
lodic progressions (p. 61-84), and some decades later Abdiilbaki Dede 
presents an inventory of 125 murekkeb makamlar ve terkibat in addition to 
the basic categories (fol. 15b-38a). In the second half of the nineteenth centu¬ 
ry Tanburi Aliksan leaves an inventory of about 200 modes among which 
circa 50 were not practiced (Hisarlian 1914: 48-50). Ha§im Bey analyzed 
about 92 melodic progressions and paralleled them to western tonalities 
(1864: 22-44). On the turn of the century Ayvazian described and notated 
melody types of about 120 items (Tahmizian 1990). 

Most authors draw a distinction between the modes or compounds in use 
and those not in use. Cantemir frequently distinguishes the two categories 
miistemel ve gayr mustemel. Other succeeding writers stress the same dis¬ 
tinction. That a good deal of modes were in use and others were not in prac¬ 
tice was not determined by a theoretical selection but was influenced by the 
taste and fashion of the specific period and the quality of the pieces composed 
in the favorite modes. Artin, however, makes no mention of this distinction 
in his book. 

A comparison between Artin^s descriptions of all 110 melodic modes 
(makams and §ubes) to other sources evidences that in most instances the 
melodic lines maintain a fundamental similarity across time periods. The 
changes, when they occur, evolve in the modification of the melodic contour 
and ornamentation, and in the microtonal deviations noticed in the promi¬ 
nent degrees. 

The parallel between Artin’s progressions and other sources is illustrat¬ 
ed in TABLE III. Artin's description is taken as criterion of comparison, fol¬ 
lowed by other sources from Cantemir to Ayvazian. The paradigmatic fea¬ 
tures of comparison are the following: the initial pitch, the expanse of the me¬ 
lodic line to the highest point and to the lowest point, and the final pitch. 


146 



These traits are significant for the stylistic characterization of a specific 
mode progression insomuch as underlining the elements of constancy or var¬ 
iance acquired in time. 

Though the melodic progressions explained by Artin evolve from the 
framework of six fundamental parent modes, about 49% of the items make 
the finalis on dilgdh (A). Cantemir explains that the modes without a karar 
of their own have to make finalis on diigdh (I, p. 27). As the axis of the tonal 
system, the tone diigdh attracts the cadential resolve of many modal evolu¬ 
tions whose parent mode have a lesser ruling power. The catalogue of the 
melodic modes with cadential ending on diigdh found in Artin’s treatise and 
paralleled to other sources is included in TABLE IV. 

The comparison between Artin^s descriptions and other sources of the 
eighteenth and nineteenth centuries brings to the fore the constant ele¬ 
ments in the organization of a mode in contrast to the components of varia¬ 
tion. Some melodic modes underwent changes whereas others preserved 
their original form almost intact. To demonstrate the interplay of constancy 
and variation in the surface and deep structure of modal stuctures I have se¬ 
lected an example for which I found verbal descriptions and specimens of no¬ 
tations. Therefore I chose the example of mode mahur which is a mode in 
rast. Cantemir defined it as a milrekkeb makam combined from rast and 
buselik modal structures. The melodic line of mahur verbally described in 
parallel sources is given hereunder: 
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The above outlined sources exhibit the ambiguous oscillation of f pitch 
and B pitch that enhances the distinct color of mahur mode. 

The three prominent notes of the mode’s outline are mahur, buselik and 
rast (f4 B G). They are highlighted in all versions in key positions. Since ma¬ 
hur is 3i mode in rast, the final cadence ends on G in the sequence BAG. The 
position of f in the first part gives the specific color in relation to the support¬ 
ing tone g. The mode mahur is an example of melodic stability due to its lati¬ 
tude to move like rast, rehavi, or arak!evig, three preponderant modes 
placed in proximity. 
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The earliest notations come from Ali Ufki who wrote down a fasil in 
mahur that includes a pe§rev by §erif in mahur /darbifetih (Example A), 
The same pe§rev by §erif Qelebi was notated also by Cantemir (Example B). 
In both authors the piece has the same formal organization made of HI, M, 
H2, Z, H3 with ending on G, The differences, however, are of expressive or¬ 
der. The pitch mahur is not marked in Example A with the proper acciden¬ 
tal. In Example A the ambitus of the melody reaches one octave, while in Ex¬ 
ample B the ambitus extends to one octave and one fifth. In Example A the 
initial note is d or G enforcing the character of rast. In Example B the initial 
note varies in every part with preponderance on m.ahur. In part M the note 
B is the initial and pivoting center that sets up the frame of mode buselik, 
and the tone e in Z creates a diversion attracting the pitch F natural. The ex¬ 
pansion of the melody reaches tiz hiiseyni and the switching from buselik to 
segdh enhances a play of nuances. Ali Ufki has no accidentals marked and 
treats the melody as a plain rast while Cantemir interprets the whole gam¬ 
ut of expressive resources and versatility of the nominal tone. 

Example A. (Ali Ufki, fol. 127b). 



148 










r ‘TTY? r t V Yf f f Y ^ f ? 

Y? Yr -? -.*'? ff-fYt Yr Y? Y Y y^ %i^ 

rYfYVfYYffftYfffYrr'YYTfYfYfrY? 

Y )'YfYftYY‘YYfV Yf«Ji?YMrf f TT! f Y 

^/‘fYf VYYYYYfYtYftYf ^YVfffY 
f Y f Y Y Y Yf Yf Yf f f f f >*<•? r ^ r Yf f f f >> 

f rYYf*/Yryf.YyYYY?Y?fYYYYY?if 

C f/^Y?f?f »:;>8 /yY<YY 

Y Y YYY Y f YT ft f YYY YU V f f f f YV f V/ 

^!??/i?YYYY?Y? 


Example B. 
{Cantemir, II, p. 2-3) 


Example C presents Kynilcjs' notati(;n el niahur as an equivalent to 
mode plagal IV. The notation is a melody type based on mahur progression 
with higher reach to tiz buselik and cadence on rast through rehavi, thus 
agreeing with Cantemir who gives this cadential ending through rehavi or 
arak as an alternative to the basic resolve (I, p. 43). 

Example C. (p. 97) 
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Example D and E represent the two forms of melody types of mahur no¬ 
tated by Kiltzanides, Both examples equivalate the mode mahur to C scale, 
hence to Byzantine plagal IV. The signattires added to the scales of both ex¬ 
amples show approximate differences in the microtonal intonation of some 
pitches. The transcription inserted below belongs to the musicologist Adria¬ 
na Ababi Sirli to whom I express my thanks. 

Example D. (p. 150) 






Example E, (p. 151) 



Example F is from Ayvazian’s Manual notated in new Armenian nota¬ 
tion with verbal description and transcription into staff notation published 
by Tahmizian. The elaborate and decorated melody type of mahur has a 
range of one octave plus a diminished fifth, from arak to tiz gargdh. The 
staff notation uses the European accidentals with the symbol f ^ for ma¬ 
hur. The character of the melody is highly melismatic, moving along on an 
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undulating course. The recurrent rising to tiz gargdh suggests that the 
structure oimahur might derive from gargdh. Abdiilbaki Dede affirms that 
the mode mahur can make the karar on gargdh as well (fob 18a) and H. Sa- 
dettin Arel qualifies mahur as a transposed mode from gargdh to rast 
(1968: 133). 

Example F. (p. 29/38) 
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In conclusion the preservation of constant elements and the changes in 
additional features signify the complexity of the modal concept developed 
throughout the periods. The overall concept underlines the contradictions 
between the system and the process, between the abstract rules upheld by 
the theorists and the practical rules applied by the practitioners. 



























































































































4, The Rhythm Patterns 

Artin’s theoretical approach to the fundamental principles of usuls and 
the therapeutic effect of metered music upon people is traditional and con¬ 
ventional, Artin explains the basics of the theory of rhythm and the method 
of executing the percussions. He surveys the relationship between the core 
24 usuls and the 24 hours and the distinction between the two basic types, 
sakil and hafif. The discussion is completed with the listing and the short¬ 
hand notations of 30 rhythm patterns given in Chapter 5 and 17. Comparing 
the notations to the listing of usuls one notices that there are some differ¬ 
ences between the two records. In the first listing zencir (60 beats) and dev- 
rikebir (14 beats) are entered twice, genber is listed in two forms (24 beats 
and 12 beats) and hezec is also entered in two forms (22 beats and 28 beats). 
The regular fahte (10 beats) and berefgan (16) notated in Chapter 17 are en¬ 
tered in the list as the auxiliary forms aksak fahte (8 beats) and aksak 
berefgan (12 beats). 

The rhythm patterns notated by Artin constitute the typical species 
known and practiced in Ottoman art music since early periods. Unlike the 
modal system that developed gradually and reflected changes in modula¬ 
tions and formation of new entities, the system of usuls had been steady and 
firm throughout the time periods. Ground rules notwithstanding, new 
rhythm patterns were devised by individual musicians but had no lasting 
acceptance, like the rhythm milsebba (13/26 beats) invented by Hizir Aga 
which remained a curiosity. However, the rhythm milsebba with 26 beats is 
entered in Dervi§ Mehmed Emin’s listing (fol. 35b) and is recorded with 12 
beats in Ha§im Bey (p. 15). The skilled percussionists advanced the usuls by 
contriving intricate formulas that were kept as their secret possessions and 
were not transmitted in writing. On the contrary, the commonly used 
rhythm patterns entailed several varieties which circulated throughout the 
musical circles. 

The varieties of rhythm patterns suggest a certain instability in the 
number of beats and a free licence with regard to their integration in the 
basic framework. Cantemir states the importance of keeping the beat in in¬ 
strumental music and the kind of free adaptation the instrumentalist 
should observe when playing for singers, and gives the example of the specif¬ 
ic rhythms in vocal music tiirk-i darb, evfer and devrirevan that cdlow a re¬ 
laxed interpretation of the patterns (I, p. 86). At the same time some varie¬ 
ties are qualified as “new” forms / cedid), an epithet that appears frequently 
affixed to the name of a specific rhtyhm. Borrel, who made extensive field re¬ 
search in western Anatolia on the turn of the twentieth century found sever¬ 
al varieties of some usuls. For example, fahte was performed in 11 beats 
and lenk fahte in 10 beats, sofyan had two forms, one in 4 beats and another 
in 9 beats suggesting a binary and ternary distinction. The class of devirs 
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exhibited most variations, as devrikehir forms in 14 beats, 24 beats or 26 
beats (1923: 65'66). That is to say that the classical forms of usuls incorpo¬ 
rated vairiations in structure from rather popular versions. Another creative 
factor was the preference of the instrumentalists for one level of measure 
over the other which is observable in many combinations of the type sakil or 
hafif added to the measure level. 

Artin’s notations of rhythm patterns are not quite clear and in few in¬ 
stances there are recorded two versions of the same rhythm, though it seems 
that the rhythms of hafif ty^o are prevalent. In some examples the recog¬ 
nized two levels of measure are named slow (agir) and quick (yilrilk). These 
terms are comparable to mertebe-i darb-i evvel and mertebe-i darb-i sani 
common to Ottoman writings. The salient trait of Artin’s rhythm notations 
is the expression of the quality of each pulsation and its duration value in one 
composite symbol. Hence the combination of symbols tends to indicate the 
accentuation of the beats. The 30 rh 3 dhm patterns notated in the treatise 
are written from right to left and should be read following the right to left di¬ 
rection of Arabic script. However, the reading of the examples evidences dis¬ 
crepances in the rendition of the patterns, since some examples are fully re¬ 
corded whereas others seem to be incomplete. 

The graphic representation of Artin’s rhythmic formulae stands in con¬ 
trast to the traditional figuration of usuls in other musical writings. As a 
rule, the formula of dcrvusul is inscribed in twofold circular diagrams where 
the name of the beat is written with letters and the numeral for duration is 
put underneath. Apart from these, in many treatises and song anthologies 
(giifte mecmualari) the chart of usuls lists the syllables of the pulsations 
grouped in units with the respective numeral written underneath the sylla¬ 
ble or without any added number for duration. The comparison between Ar¬ 
tin’s notations of usuls and other sources is set up in TABLE V. Because Ar¬ 
tin’s notations are imprecise in certain points the configuration of the se¬ 
quences was estimated with approximation. Though in some sources the ab¬ 
breviated notations have numerals added to the letters and in others they 
have no numerical symbol recorded beside the letters, the parallel sequences 
suggest which examples are identical or similar to other variations. 

In spite of discrepancies the findings outlined in TABLE V exhibit a 
basic uniformity in the usuls met in several sources between Cantemir and 
Ayvazian. The framework remained the same albeit the fine-point discrep¬ 
ancies between the sequences bear upon changes in the surface structure. 
Apart from this, the variations in the sequential figurations were due also to 
the choice of the level of measure and to the rendition of the full rhythmic pe¬ 
riod (devr) or to the shorter period (nim devr). Such an example is devrike- 
bir which in earlier periods was performed in 28 beats and in later times was 
mostly performed in 14 beats. Artin enters a form of darbeyn in 44 beats 
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which can comprise the juxtaposition of remel + beref§aii, or remel + mu- 
hammesyOr frengifer + beref§aii. Other known combinations of this rhythm 
included a 40-beat period like nim sakil + beref§an. And finally there is the 
new 30-beat combination cedid) contrived by Cantemir made out 

of devrikebir+ beref§an, or remel + muhammes. The new darbeyn will be 
adopted by the following musicians as the standard form. However, Artin’s 
rendition of darbeyn sequence suggests a 44-beat combination of beref§an + 
remel. A complex usul with 60 beats and five rh3d:hms in succession is zen- 
cir. The series includes diiyek or gifte duyek + fahte + genber + devrikebir + 
berefgan (8+10+24+14+16). Beside the quintuple form, another shorter 
combination of zencir composed of the same four rhythm patterns but with¬ 
out berefgan is recorded in Ha§im Bey and A 3 ^azian. 

5. The Notation 

The unique document of the method of notation invented by Artin is 
comprised in his treatise. The legend of the notational symbols for the Turk¬ 
ish two-octave scale degrees and some melodic-rhythmic combinations are 
the only specimens of his system handed down to us. The verbal explications 
of the signs are not supplemented with exemplifications of notated melodies 
in the manuscript. Thus one cannot speculate if the practical applicaion of 
his method resulted in the recording of a collection of pieces. Artin makes no 
mention of compiling such a work. Moreover there is no mention of Artin’s 
method of notation in Turkish or Armenian sources. The only allusion to it 
comes indirectly from Antoine de Murat who pointed out that Artin’s nota¬ 
tion discovered in Persia remained his trade secret (p. 74). In fact there were 
no immediate followers of his system. Furthermore Armenian music histori¬ 
ans and musicologists completely ignored Artin’s achievement until Tahmi- 
zian published the translation of his treatise in 1968. Henceforth there is no 
evidence to evaluate the transmission of his musical notation in the commu¬ 
nity of musicians. 

The examination of Artin’s notational symbols reveals a definite resem¬ 
blance to the graphic style of the khazes of Armenian neumatic notation. 
However, Artin’s symbols are indications of the interval and pitch of the two- 
octave scale degrees from, yegdh (open string) to tiz hilseyni, 16 signs for ba¬ 
sic tones and 14 signs for halftones. In addition to these, 16 Armenian letters 
are appended to the 16 S 3 mibols for basic tones. In Artin’s explanation these 
auxiliary symbols are deemed to enable the singers to vocalize the notes. 
Other auxiliary S 3 mibols refer to the time value of the notes. These are drawn 
over groups of notes to indicate the exact duration of each note. Considering 
the compounding elements of the system, Artin’s notation constitutes an ex- 
amplar equivalent to Cantemihs alphabetical notation based on the tonal 
system given by the tanbur, though combined with the graphic style of Ar- 
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menian neumes and letters. Whether Artin’s method should be implement¬ 
ed, it would work like a diastematic system similar to Cantemir’s alphabeti¬ 
cal system. An additional improvement concerns the notation of time values. 
In Artin’s method the duration value is incorporated in the note symbol, 
whereas in Cantemir’s system the numerals are marked separately on a low¬ 
er line underneath the respective notes. With regard to the shorthand nota¬ 
tions of the rhythm patterns discussed in the foregoing section, those sym¬ 
bols are not related to the devised notational signs. They simply constitute 
the written expression of an auxiliary mnemonic devise contrived by Artin to 
be employed separately from the melodic examples, just as an equivalent to 
the common method of writing rhythmic sequences with syllables appears in 
Turkish manuscripts. The basic symbols, dots, stems and angular lines in 
the auxiliary devise hint at other forms of original Armenian signs. 

The stylistic similarity of Artin's notational symbols to Armenian 
khazes invites to further scrutiny. Armenian khazes have been used in the 
Armenian church since the Middle Ages to notate the religious hymns shar- 
akans. Then the church musicians begun to be influenced by the popular 
gusans, who took prominence in the musical life and contributed to the out¬ 
growth of secular music. The church criticized the secular musicians but ac¬ 
cepted them, since many musicians lived around the monasteries where the 
song books were being compiled and notated. So the khaz notation was used 
not only for religious hymns but also for folk secular songs. After a period of 
remarkable accretion in the number of khazes the system declined. Concom¬ 
itantly the number of auxiliary signs increased to 12 alphabetical signs in 
the hymnbooks Sharakanots, and to 17 alphabetical signs in the handbooks 
Manrusum, allowing to form combinations of two letters related to the same 
S 3 mibol without any indication of what real function they had (Atayan 1999: 
72-100). 

By comparing Artin's notational S 3 anbols to the Armenian khazes it is 
noted that two signs are identical to two khazes that persisted throughout 
the centuries: the symbol for huseyni^ which is same with tLjnpd 

(egorj) and the symbol for acema^ira7i= ^ which is same with LbuJf&nLf& 
(patut). If their shape is the same, their meaning is quite different. Intrigu- 
ingly these two signs are amongst the 24 fundamental khazes found in some 
fragments of medieval manuscripts (Tahmizian 1982: 16-17). They were re¬ 
tained and codified by Gapasakalian in the second half of the eighteenth cen¬ 
tury (Atayan 1960: 171-72). This detail alongside the form of the signs sug¬ 
gest that Artin was familiar with the Armenian khaz notation but chose to 
apply the Cantemirian concept of alphabetical notation derived from the Is¬ 
lamic tradition. Forasmuch as in Artin’s lifetime a multitude of khazes were 
available to musicians but no teaching instructions existed to establish their 
signification, the likely connection of Artin’s notational symbols to .^ne 
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precise source is a matter of conjectures. 

A predominant theoretical fundamental was the common concept of a 
musical system established on the tanbur scale. Armenian musicians were 
skilled instrumentalists who integrated in the Ottoman musical life and be¬ 
gun to use the Turkish names for the scale degrees instead of the Armenian 
nomenclature. Thus the Armenian notation of the eighteenth century 
adopted the Turkish names of the two-octave scale. A significant contribu¬ 
tion to this issue belongs to the afore cited theorist and musician Grigor Ga- 
pasakalian (1740-1808) of Kayseri. Gapasakalian emphasized in his works 
the affinities between Armenian, Byzantine and Turkish music and pro¬ 
ceeded to reform the khaz system. He redefined the fundamental 24 neumes 
and gave the signs an intervallic function. Apart from this he integrated the 
Turkish names for the scale degrees and gave a sign to every pitch in the fol¬ 
lowing series: yegdh or pes penggdhy huseyni or agiran, pes segdh or arak, 
rast, diigdhy segdh, gargdh, penggdh, huseyni, segdh or evig, tiz rast or ^er- 
daniye, tiz diigdh or muhayyer, tiz segdh, tiz gargdh, tiz penggdh, tiz 
huseyni (Tahmizian 1973: 311). The reform of Gapasakalian ascribed a dia- 
stematic dimension to the khazes. Gapasakalian postulated the theoretical 
foundation of his reform in his first book O-pqnjLl np Lin^h linLLuquupujli 
(Handbook of Music), published in 1794 in Istanbul, and in other following 
works printed in 1803. In fact Artin’s use of khaz forms in his notation antic¬ 
ipated the principles exposited by Gapasakalian. 

Baba Hamparsum Limondjian (1768-1839) was to take to completion 
the process initiated by Gapasakalian. An accomplished musician, he had a 
good voice and was a trained tanbur player. Hamparsum borrowed the 
graphic style of notes and duration signs from the Armenian khazes and 
gave them a simplified form and gave Turkish names to the sounds estab¬ 
lished on the tanbur scale. Thus Hamparsum created what is known as the 
new Armenian notation. Komitas Vartabed (1869-1935), who researched ex¬ 
tensively the application of khazes to precise pitches, states that Tiratsu 
Hamparsum carried out his trials on the tanbur and for this reason kept the 
Turkish names of the strings (1998: 164). Hamparsum notation was revised 
by his students who introduced the Armenian nomenclature to the pitches 
and equivalated the scale degrees to the European tonal system. Neverthe¬ 
less, the Armenian musicians continued to use the Turkish names for the 
scale degrees. Ayvazian’s approach in his Manual evidences the continuity 
of this practice for the scale degrees from yegdh to sunbule. 

Summarizing the previously discussed facts it becomes clear that the 
fundamental principle of all methods of musical notation invented between 
Cantemir and Hamparsum resides in the acceptation of the tanbur as the 
standard instrument. Turkish, Armenian and Greek musicians shared the 
same professional background and held the same views in an acculturated 
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environment where the tanbur was the prototype of music theory. Artin’s 
concept emphasizes the qualities of the tanbur and equally substantiates 
the need for a system of notation felt by the musicians of his time. At the 
same time his design continues the legacy of the alphabetical model devised 
by Cantemir for a long-necked fretted lute and proves the efficacity of a dia- 
stematic method versus the neumatic concept. Although his invention re¬ 
mained unknown and no written evidence of its application was hitherto dis¬ 
covered, Artin’s endeavor constitutes a meaningful but unfinished chapter 
in the history of music notations in Turkey. 
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6. The Seven Sages 

The legend of the Seven Sages and the foundations of music is recounted 
by Artin in a narrative with many episodes written in the form of a folk fairy 
tale. Artin brings into the scene the ancient myth of the Seven Sages 
(hilkema) who are the primeval entities of the seven planets that govern the 
seven basic tones and modes, and endows them with human like analogies. 

From Artin’s relation we infer that he learned of the myth of the Seven 
Sages from the Sindhi and Hindi traditions that could have happen either by 
written sources or more likely through oral transmission. This deduction is 
fairly plausible considering that the concept existed long before in Indian 
ancient sources. In Sanskrit sacred literature the term Rishi is referred to 
poets and saints and in particular to the seers known as the Seven Great 
Rishis to whom the hymns of the Vedas were revealed. The Vedas were 
thought to have divine authority and convey sacred teaching to the humans. 
The Shatapatha-Brahmana scriptures give individual names to the Seven 
Great Rishis and the Mahabharata gives other names to the seven entities. 
In Vishnu-Purana scriptures two more names are added and they are called 
the nine Brahma Rishis. The Puranas were writings containing cosmologi¬ 
cal sections and were influenced by earlier Vedic texts and Iranian sources, 
to which early sectarian Christian ideas contributed in the adoption of a sim¬ 
ple planetary theory (North 1994: 166-67). In addition to the great Rishis of 
the Mahabharata there were many others of lesser rank. The Indian tradi¬ 
tion of Seven Rishis or Sages is also embodied in the seven main stars of the 
Ursa Major (Cornelius and Devereux 1996: 109). 

The legend traveled to ancient Greece where the list of the Seven Wise 
Men was drawn from among the outstanding political philosophers, al¬ 
though such listings differed widely and shifted defying chronology. The 
story was related by Aristotle in his dialogue On Philosophy, a work now 
lost. The Seven Sages were given Wisdom to invent the virtues suitable to a 
citizen, so they organized the city by inventing laws and setting up civic 
bonds (Vernant 1982: 69-70). Another later version of the Seven Wise Mas¬ 
ters was written in theSinbad-name fairy tale presumably Indian in origin 
that made its way through Middle East into Western lore. 

Artin's narrative of the myth of the Seven Sages is a mixture of pure leg¬ 
end and historical incidents associated with astrological symbolism. His 
rendition is an adaptation of the ancient myth with interpolations of on and 
off actual happenings. The scene brings together dimensions of anhistorical 
and historical time and m 3 t:hical and historical dramatis personae. Artin 
creates the dramatic situation in a real-like location where the great mas¬ 
ters, Tahmasp Kulu and Artin himself convene. Then the frame of action 
shifts to the mythical scene when the Seven Sages (hilkema) named Zat, 
Fat, Cem, Em, Fen, Er and Ser take shape out of long past times and riaiiig 
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from ancient books they enter the scene. Except for Zat who holds a position 
of preeminence, the six sages are masters and disciples of one another. They 
are mythical beings and the figures of the seven planets, ambiguous charac¬ 
ters with astral qualities and human-like semblance. The sages bring forth 
a second generation of disciples who are the sages Beha, Enis, Ilyas, Feri- 
dun, Esedi and Hut. From these come to rise the third generation of disciples 
and sages who are Turhan, Cune 3 dd, Muzis, §ahipeder, Navza and Heyaz. A 
fourth generation of sages are Sukrat, Kelan and §it, and are joined by Ke- 
bir. SukraFs name suggests the Greek philosopher Socrates. These last four 
beings are philosophers versed in dialectics who enquire the natural 
sciences and establish the correspondences to the four elements. 

The names of the sages are S 3 rmbolic and purport to an amalgamate of 
cultural ideas and origins. Ilyas seems to indicate the biblical prophet of Is¬ 
rael Ehas or Elijah and §it is the Turkish name of Seth, the third son of Adam 
(Gen. 4: 25). Other names are apparently related to the names of heavenly 
bodies or designate epon 3 mious appelatives. Like the early biblical prophets 
the sages live hundreds of yeairs and multiply until they become hundred en¬ 
tities. They discover the perfect harmonies of the celestial voices, establish 
the tones on the scale accordingly, invent the musical instruments and ap¬ 
prehend the craft of music therapy. They debate the theoretical questions in 
dialectical disputations and often show disagreement of opinion between 
themselves. The tensions between the older and newer generations of sages 
are reminiscent of the theoretical polarization between the predecessors 
and the successors. Moreover the generations of sages define a rigorous hier¬ 
archy of beings. The sages act like an organized and disciplined force subor¬ 
dinate to the supreme authority of Zat who represents the Sun. 

The s 3 rmbolism surrounding the Sun extends across all cultures, rich 
with associations that chiefly suggest the principle of creation. From eairliest 
times the Sun was represented in cosmogonic myths as the supreme being 
presiding over the celestial figures. Ancient cultures found revelation in the 
Sun and linked the positions of the planets relative to the Sun in their rota¬ 
tion along the orbit. Likewise the solar hierophanies inspired symbolic inter¬ 
pretations and allegorical treatment in stories and rituals. In ancient my¬ 
thologies the Sun-god was the life-giving force manifested in various forms. 
In astrology the Sun is the most important celestial body. The planets orbit 
around the Sun and all move changing their positions with respect to the 
backgroimd of the celestial sphere. Apart from this the myth reflects the Py¬ 
thagorean heliocentric theory of the universe with the notion that the Earth 
and the planets revolve around the Sun. Evidently the search for the celes¬ 
tial voices and perfect harmonies derives from the well-known teaching of 
Pythagoras with regard to the movement of the planets that produces an 
ethereal music. Just as the Seven Sages discovered the seven tones and har- 
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monious intervals of the scale, the Persians credit the legendary Barbad 
with inventing a musical system of seven fundamental modes related to the 
seven planets. 

Astrological symbolism aside, the philosophical idea that shapes up 
from the allegory of the sages-wandering stars is the legacy of teaching and 
the transmission of knowledge from a supreme agency. The philosophical 
significance of the story of the Seven Sages and their disciples is connected 
through a streamline to the myth of the Rishis mixed with Iranian sources 
and to the Greek legend of the Seven Wise Men. 

Furthermore the story highlights a recurrent theme of religious signifi¬ 
cance, namely the distinction between God-worshippers and idol-worship¬ 
pers, and the eventual conversion of the latter. This theme brings again into 
the frame of action the historical dimension reflected in the ancient scrip¬ 
tures and vaguely alludes to the codification and periodization of music. 

The complex network linking the human being to the celestial spheres 
places man in the little world below, the microcosm, that is the epitome of the 
macrocosm. The axiom “As above, so below,” attributed to the mythical sage 
Hermes Trismegistos, expresses the notion of correspondences between mi¬ 
crocosm and macrocosm. Man is connected through the seven planets to the 
12 zodiac constellations and to the four elements of nature, and partakes of 
the common breathing of the imiverse that identifies the microcosm with the 
macrocosm. The entire picture of the stars is mirrored upon his chest and 
body and he embodies the tanbur with his breathing. The tanbur player is 
the soul of the instrument which is an object from this world, yet through the 
player’s breathing the instrument itself comes to life, breathes the sounds of 
the heavenly voices, and becomes a part of the macrocosm-microcosm rela¬ 
tionship mirroring the map of the universe on its body. Artin’s sensuous met¬ 
aphor of player-instrument concordance is suffused with exquisite images 
and s 3 anboiic motifs that resonate the vibrant intimacy of the player to his 
instrument. 

The Turkish writers of Ottoman era gave an emphatic treatment in 
their works to the astrological correlations of melodic modes and rhtyhms 
and the aspects of human body, the natural dispositions and the action and 
holistic influence of the four elements by which the zodiac signs are deter¬ 
mined. Seasonal alternation of the signs brings changes in the foirr elements 
from which all creatures are compounded: fire, air, water and earth. These 
form a primary system by which the signs are classified. Most manuscripts 
contain descriptions and charts giving the correspondences between modes, 
elements, zodiac signs and planets and parts of the day and their therapeu¬ 
tic agency. In the eighteenth century the preoccupation with astrological 
correlations begins to decline and the data are reduced to diagrams and ta¬ 
bles with almost no explanation. Cantemir scorns the astrological theory 
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considering it a superstition, and Abdlilbaki Dede completely ignores the 
subject. Interestingly enough various sources offer different classifications 
of modes related to the planets and signs. TABLE VI parallels the classifica¬ 
tion of the seven tones ascribed to the seven planets from Artin to Ha§im 
Bey. 

Another interesting point in Artin's classification of the 12 makams and 
the correlative 12 signs is the first point or origin which is not occupied by Ar¬ 
ies, but by Taurus. Broadly speaking all examples from Ottoman literature 
have Aries as the first point. The disparity derives from the precession of the 
equinoxes in the course of many centuries that moved this point backward. 
Indian astrology, however, stayed with a fixed zodiac set to the constella¬ 
tions while Islamic and European astrology moved the zodiac with the 
spring equinox point. In fact there is no other example of such a setting in Ot¬ 
toman musical writings. In order to compare Artin’s thesis to other sources 
the items have been rearranged in TABLE VII in the conventional order, 
with the starting point in Aries. 

From the firmament of the universe, the second and third generation of 
disciples set forth to the man’s world are two groups of six beings each travel¬ 
ing to the six great countries of the earth. They pmsue the quest for the first 
and second class of six modes to suit the 12-fold divisions of the zodiac. The 
motion of the planets along the ecliptic takes the sages of the second and 
third generation on two voyages to Europe, Turkey, Arabia, Persia, India 
and Africa. The acquisition of modal constructs is now connected to the epo- 
nyms and the regions they rule. The cosmic scene turns into the anthropo¬ 
logical-geographical space wherein the basic six parent modes and the next 
six modes are established. The founding of modail classification involves as¬ 
pects of genetic theory and eponymous significations. When the disciples 
reach their destination in the respective region, they come across the epo- 
nym of that tribe and place whose name combined with the name of the re¬ 
gion gives the name of the mode. The force of naming holds a creative agency 
that mixes the attributes of the six parent modes with the symbolism of the 
12 divisions on the zodiac belt representing the mundane houses. When the 
planetary entities reach in their progress the houses under a specific ruler- 
ship, they entail another generation of six modes and form the modal system 
of the principal 12 makams with their subordinate §ubes interrelated 
through the properties of the fom elements. The gradual process of transfor¬ 
mations is shown in TABLE VIII where the exact change from one house to 
another and the forming of a new mode are correlative to the respective 
house rulers. 

The association of musical modes with places and eponyms reveals an 
interesting aspect of the legend of the Seven Sages and their disciples. The 
setting defines an anthropological framework of music in the world. The al- 
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legory expresses in metaphoric imagery the essential truth that man stands 
in the center, and receives and conveys the higher truth through a network of 
musical entities. The application of music in medical science stresses even 
further the humanistic aspect of the purpose of music in the man’s world. On 
the other hand the eponymous stories of primeval ancestors who created 
various instruments and melodies or rhythm patterns make up a great part 
of the musical lore in Islamic traditions. 

A significant issue is raised by the appropriation of the mode rehavi to 
Europe. Cantemir says that the musicians of his time alleged that the mode 
rehavi imitated the European trumpet, meaning its fundamental scale, but 
differed from it in the melodic progression. By eighteenth century the trum¬ 
pet referred to was a fanfare instrument, had a high register and was pitched 
in D and later in G. Cantemir adds that the progression of rehavi is identical 
with rast and concludes that there is no difference between the two modes (I, 
p. 47-48). Cantemir’s observation accords with Evliya’s statement that the 
Christian monks played makam rehavi (I: 623). The change of rehavi into 
rast or peiiQgdh, the higher octave of rast, is a matter of language, though it 
might suggest a play of fine nuances. In fact the scale of rast equivalates the 
western diatonic scale. 

The influence of the four elements upon the makams and^u6c5 and the 
corresponding relationship between the four elements and the changes in 
the nature of the 12 principal modes and their subordinate §ubes is sum¬ 
marized in TABLE IX. The comparative chart demonstrates that a principal 
mode, originally set to an initial element, undergoes the change of the basic 
element by moving to a zodiac sign whose element is different and conse¬ 
quently acquires the respective quality. The §ubes are all assigned to the in¬ 
dividual elements whose nature they possess. 

The themes articulated throughout the narrative of the Seven Sages cy¬ 
cle form an amalgam of ancient beliefs and ideas derived from various cul¬ 
tures, and tend to link the network of cosmological and astrological corre¬ 
spondences to the musical activities of man. The ideas can be traced back to 
Vedic spirituality, Iranian traditions and Greek philosophers, and to the leg¬ 
acy of Islamic theory and the musical practice of Ottoman musicians. Obvi¬ 
ously Tanburi Kiiguk Artin edited and revived the originary tales with inser¬ 
tions of actual accounts and the injection of real characters into the stories. 
Historical facts and persons are projected upon a mythical background with 
the purpose to give a colorful verisimilitude to the narrative. Artin’s digres¬ 
sions depart from the abstract anhistorical overall scene spicing the dis¬ 
course with picturesque episodes that spring from his own trade experience 
as a tanbur player and music teacher. The irruptions of the historical 
present into his narrations and the interplay between the two dimensions of 
time project a contrasting vision across the outer truth of celestial order and 
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the realities of the music makers. The ideas highligted throughout the trea¬ 
tise pertain to a complex though discordant system of concepts. The writer 
and theorist Tanburi Kiigiik Artin proves to be endowed with a twofold ex¬ 
pression, that of a music teacher intertwined with the natural talent of a folk 
story teller. Seen in retrospect his Musiki Edvdri constitutes a work of pre¬ 
cious musical knowledge imbued with folk imagery and wisdom. 



Ha§iin Bey, Mecmua, p. 66. 
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Abu Mashar (d. 886) known also as Albumazar, al-Madhal al-Kabir 
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§ennaz 

§ehnaz 


munayyer 


iz neva 


zirguie 
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TABLE IV 


;MODE 

1 FINALIS 

Sources ' 

j acem 

1 A 

KA, DC, HA, KY, AD, HB, KZ, AY. 

1 acem-kurdi 

1 A 

KA, KY, HB, KZ. 

j araban 

i A 

KA, KZ. 

i arazbar 

A 

KA, DC. HA, KY, AD, HB, KZ, AY. 

bayzan kurdi 

A 

KA, KZ, 

beyati 

A 

KA, DC, HA, KY, AD, HB, KZ, AY. 

1 buselik 

A 

KA, DC, HA. KY, AD, HB, KZ, AY. 

1dugah 

1 A 

KA, DC, HA, KY, AD, HB, KZ, AY. 

; dCigah-i rumi 

1 A 

KA, KY, AD, KZ. 

; evig 

I ^ 

KA. 

i evig-horasan 

A 

KA. 

1 gerdaniye 

1 A 

KA. DC.KY, KZ, AY. 

i gerdaniye-buselik 

i A 

KA, HA, KY, HB, AY. 

i gerdaniye-kurdi 

i A 

KA. 

! hicaz 

1 A 

KA, DC. HA, KY, AD, HB, KZ, AY. 

! hisar 

A"^ 

KA, DC, HA, KY. AD, HB, KZ, AY. 

i hisar-buselik 

A 

KA, KY, AD. HB, KZ, AY. 

1 hisarek 

A 

KA, KY, AD. 

I huzi 

1 

1 A 

KA, HA, KY, AD, HB, KZ. ! 

j humayun 

A 

KA, HA, KY, AD, HB, KZ. AY. 

j huseyni 

A 

KA. DC. HA, KY, AD, HB, KZ, AY. 

huseyni-kurdi 

A 

KA, KY, KZ. 

Isfahan 

A 

KA, DC. HA, KY, AD, HB, KZ, AY. 

isfahanek 

A 

KA. 

karadugah 

A 

KA. 

j kOgek 

A 

KA, DC, HA, KY, AD, HB, KZ, AY. 

j maye-beyati 

A 

KA. 

1 muhayyer 

A 

KA, DC. HA, KY, AD, HB, KZ, AY. 

j muhayyer-buselik 

A 

KA, KY, HB, KZ, AY. 

1 mCistear 

A 

KA, HA, KY. AD, HB, KZ. AY. 

i mustear-i rumi 

A 

KA. 

1 nazike-i arak 

A 

KA. 

j neva 

A 

KA, DC, HA, AD. HB, AY. 

i nevruz-i acem 

A 

KA, KY, AD, AY. 

1 nevruz-i rumi 

A 

KA, KY. 

I nigaburek 

A 

KA, HA, KZ, AY. 

saba-i muharrik 

A 

KA, DC, HA, KY. AD, HB, KZ, AY. 

selmek 

A 

KA, DC, HA, KY, AD. HB, KZ. 

t sipihr 

A 

KA, HB, AY. 

! sultani arak 

A 

KA, DC, HA, KY, AD, KZ, AY. 

! suri 

L .. ..... . 

A 

KA, KY, KZ. 

1 suzidil 1 

A 

KA. 

! sunbule 

j___ 

A 

KA, DC, HA, KY, AD, KZ. 

1 gehnaz 

A 

KA. DC, HA. KY, AD. HB, KZ. AY. 

j gehnaz-buselik 

A 

KA, HA. AD. HB. KZ, AY. 


A 

KA. 

i tahir 

A 

KA, DC, HA, KY, AD, HB. KZ, AY. 

1 uggak 

A 

KA, KY, AD. HB, AY. 

uzzai 

A 

KA, KY, AD, KZ, AY. 

i vecd-i huseyni 

A 

KA, KY, KZ. 

1 zemzeme 

A 

KA, KY, AD, KZ. 

zirefkend 

A 

KA. KY. 

zirgCiie 

A 

KA, DC, KY, AD, KZ. 
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TABLE V 


USUL 

i BEATS 

SOURCE 

SEQUENCE 

! aksak beref§an 

12 

KA 

NA 

: ienk beref^an 

12 

CF 

d t d t d d t d d t tk 

‘ Ienk beref^an | 

HE 

d d d d tk tk tk tk tk 

i aksak beref^an i 12 

HB 

d1 t2d1 t2d1 t1 d1 d1 t2 

mimberef^an i 14 

HB 

d2t1 d2t1 d2d1 t1 d1 d1 t2 

; i 



, aksak fahte I 8 

KA 

NA 

‘ i ® 

CF 

d t tk d t 

I 6 

HB 

d1 t2d1 t1 tk1 

• { 



; beref§an 1 8/16 

KA 

d1 d1 t1 d1 tk1 tk1 d1 t1 t2 d212 tk1 tk1 

! j 16 

DC 

d2t1 d2t1 d2 d1 t1 d1 d1 t2 tkl tkl 

I 8/16 

HA 

NA 


‘ 16 

KY 

dtdtddtddttktk 


16 

1_ 

CF 

d t d t d d t d d t tk tk 

; 16 

ME 

d t d t d d t d d t tk tk 

i.. .. 1 16 

AD 

d2t1 d2 t1 d2d1 t1 d1 d1 t2 tk1 tkl 

_ I 16 

HB 

d2 t1 d2 t1 d2 d1 t1 d1 d1 t2 tkl tk1 

i i 

AY 

d2 t1 d2 t1 d2 d1 t1 d1 d1 t1 t1 tk1 tk1 

r r 

‘ I 

; .... 



igenber • 12 

KA 

d2 t2d1 t1 d1 t1 t1 t1 tkl tk1 

: ! 24 

DC 

d2 tk2 d216 d214 tk2 tk2 

; ! 6/12 

I t 

HA 

NA 

: j 12 

KY 

d tk d dd t tk tk 

; i 24 

CF 

d tk d d t d t tk tk 


12 

HE 

d tk d d t d t tk tk j 


12 

ME 

d tk d d t d t tk tk 

■ 

12 

AD 

d1 tkl d1 d1 t1 t1 t1 d1 t1 d1 tk1 tk1 


12 

HB 

d1 tkl d1 d1 d1 t2d1 t2tk1 tkl 

i 

i 

24 

KZ 

d1 t1 d1 d1 d1 t1 t1 t4 d4th2 tk4 tk4 

_ _ 

_ .24 

AY 

d2 tk2 d2 d1 d1121212 d21212 tk2 tk2 





i gifte duyek 

8 

KA 

d1 t2t1 d1 d1 t1 tk1 

i 

8 

KY 

d tt t d d t tk 

1 -- - - 1 8 

CF 

d 11 d d t tk 

: ... ... i . 8 

ME 

d 11 d d t tk 

;.. . .... ... .12 

AD 

d1 d2 d1 d2 tk2 tk2 tk1 tk1 j 

: ! 8 

HB 

d1 t2t1 d1 d1 t1 tk1 ! 

i 

, .. _ 1_ 


i 

i darbeyn | 44 

KA 

d1 d1 t1 d1 tkl tkl d1 d1 t1 d2 t2 t2 d1 t1 d1 

1 

i i 

-- — _— 

tkl tk1 d211 d211 d2 [incomplete] 

i I 30 

DC 

d1 d1 t1 d2 t2 t1 d1 d1 t2 tk1 tk1 devrikebir + 

1 

) 


d2 t1 d211 d2 d1 t1 d1 d1 t2 tkl tk1 beref§an 

o 

00 

KY 

dd d tt d 11 d tt tk tk + d t d t d d t d d t tk tk 

i 30 

HE 

d d t d 11 d t tk tk 

s 1 


dtdtdtddtddtktk 

j i 30 

ME 

d d t d 11 d t tk tk + 

i i 

1 


d t d t d d t d d t tk tk 

1 30 


d2 t1 d2d1 t1 d1 d2 t2 tk2 

1 

i 

u. _1_ 


d1 d1 t1 d1 t2 t2d1 t2 tk2 d2 t1 

! 30 

AY 

d1 d1 t1 dtl td1 t1 t1 t1 d1 d1 t1 t1 tkl tkl + 

1 1 


d2 t1 d2 t1 d2 d1 t1 d1 d1 t1 t1 tk1 tkl 


185 









































d2 t1 t1 d2 t1 t1 tk2 d2 t1 t2 d2 t2 t2 d2 t2 d2 t2 


d2 tk1 d2 t2 d2 tk2 tk2 d2 tk1 tk1 d3 tk1 d2 d2 d2 


tk2 tk1 d2 tk1 d2 tk1 tk1 d1 t1 d1 tk1 tk*! d1 t1 t1 


d1 t2 t1 d1 t1 tk1 d1 t1 d1 tk2 tk2 


d2 tk1 tk1 d2 t1 d2 t1 t1 d2 t211 tk2 d212 t1 d2 t1 


d2 t1 tk2 tk2 d2 tk2 d2 d212 tk1 d1 t1 d2 tk1 d2 


t1 d2 tk1 tk1 tk1 d1 t1 d1 tk1 tk2 tk2 d1 t1 d1 tk2 


tk2 d1 t2 t2 d2 t1 d1 d2 d1 tk2 tk2 


d2 t1 t1 d2 t1 t1 tk2 d2 t1 t1 d2 t2 d2 t2 d2 tk2 


d2 t2 d2 tk2 tk2 d2 tk2 tk2 d2 t2 d2 d2 d2 tk2 


tk2 d2 tk2 d1 d1 t2 d1 t1 d1 d1 t2 tk2 d1 t2 


d1 t1 t2d1 t1 d1 d1 t2tk2 


NA 


d 11 d 11 tk d 11 d t d t d tk tk 


d tk tk d tk tk d t d d d tk tk d tk 


d d t tk d tt tk d t tk tk d 11 d t tt 


d t tk d tk tk 


d 11 d 11 tk d 11 d t d t d tk d t d tk tk d tk d tk tk 


d t d d d tk tk d tk d d t tk d t tk tk d 11 d 11 


d t d d t tk tk 


d tk d tk tk d tk d 11 d 11 tk d 11 d t d t d tk d t d 


tk tk d tk tk d t d d d tk tk d tk d d t tk d t tk tk 


11 d 11 d t d t tk d t tk tk 


d 11 d 11 tk d 11 d t d t d tk d t d tk tk d tk d tk tk 


d tk d d tk tk d t tk d t tk tk d 11 d 11 • 


d t tk d t tk tk 


d2 t1 t1 d2 t1 t1 tk2 d2 t1 t1 d2 t2 d2 t2 d2 tk2 


d2 t2 tk2 d2 tk2 tk2 d2 tk2 d2 t2 d2 d2 d2 tk2 tk2 


d2 tk2 d1 d1 t1 tk1 d1 t1 tk2 tk2 tk1 d1 t2 tk1 tk1 


d1 t1 d111 d111 tk1 d1 t2tk1 tk1 


d2 t1 t1 d211 t1 tk2 d211 t1 d2 t2 d2 t2 d2 tk2 


d2 t2 d2 d2 d2 tk2 tk2 d2 tk2 d1 d1 


t2d1 t1 d1 d1 t2tk2d1 t1 t2 d1 t1 


t2d1 t1 d1 d1 t2tk1 tk1 


d2 t1 t1 d211 t1 tk2 d2 t1 t1 d2 t2 d212 d2 tk2 


d2 t2 d2 tk2 tk211 t1 d2 tk2 tk2 d2 t2 d2 d2 d2 


tk2 tk2 d2 tk2 d1 d1 t1 tk2 tk2 d2 tk2 d1 d1 t1 


tk1 t2 tk1 d1 t1 tk1 tk1 tk1 d1 t1 t2 d1 t1 t2 


d1 t1 tk1 d1 t1 th1 tk1 tk1 


d1 t1 t1 d2t2t2d1 t1 d1 tk1 tk1 


d1 d1 tl d2t2t1 d1 t1 t2 tk&tk2 


NA _ 

d d t d tt tt d t tk tk 


d d t d 11 d t tk tk 


d d t d 11 d t tk tk 


d d t d 11 d t tk tk 


d2 d212 d1 t1 tk1 d1 t4 t4 d2 t2 d2 tk2 tk2 


d1 d1 t1 d1 tk&tk1 d1 t211 d1 d1 t2 tk1 tk1 


d2 d211 d1 t1 d4 d413 d2 d2 tk2 tk2 


d1 d1 t1 dt1 tk1 t1 t1 t1 d1 d1 t1 t1 tk1 tk1 


KA 

d2d 1t1 dt211 

DC 

d3 d212 d31212 

HA 

NA 

KY 

dd dd t dd 11 
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evsat 






fer' 

fer' muhammes 


9 KA 


9/18 DC 



26 DC 


13/26 HA 


KY 


13ICF 



16IME 



121 KA 


12 DC 


12/24 HA 


KY 


CF 


HE 


14 ME 


AD 

HB 

AY 


ddtdtt 


d d t dtt 


ddtdtt 


d3 d2 t2 d3 tk2 tk2 


d2 t2 d3 t2 t2 d3 


d1 d2t1 d1 t2t1 or d2 d1 t1 d2t1 t1 


d2tk1 tkl d1 t1 d3 


d2 tkl tkl d213 


NA 


tk tk d tt d 


d tk tk d t 


tk tk d t d 


tk tk d t d 


d1 t1 t1 d1 d1 t1 tk3 


d2 tkl tkl d1 d2 t2 


tkl tk2d1 t1 d1 d1 t1 tk2d2d1 


tk2 tk3 d2 t2 d2 d212 tk3 d4 d4 


NA 


tk tk dd t dd dd t tk d d d 


tk tk d t d d t tk d d 


tk tk d t d d t tk d d 


tk tk d t d d t tk d d 


tk2 tk3 d2 t2 d2 d2 t2 tk3 d4 d4 


d1 tkl d1 t1 d1 d1 t1 t1 t1 d2d2 


d2 t3d1 t1 d1 tkl tkl 


d213 d1 t2 tk&tk2 


NA 


dd dd t dd t tk tk 


d t d t tk tk 


d t d t tk tk 
d t d t tk tk 


d1 d1111111 d111 d1 tkl tkl 


d1 d1 d1 t3d1 t1 tkl tkl 


d1 tkl tk1 d1 tkl d1 t1 d1 d1 t1 tkl d1 t1 tkl d1 t1 


d2 tk2 d2 t2 d1 t1 d1 d1 t2 tk2 


NA 


d t d t d t d d t tk tk 


d tk d t d t d d t tk tk 


d2tk2d2t2d1 t1 d1 d1 t2tk1 tkl 


d1 tkl tkl d2 d2 d1 d1 t1 d1 d1 t1 d1 


dddddtddttktk 


d2 d1 d2 d1 t1 d1 t&tkl dt2 tkl tkl d1 


d1 d2d1 d2 d1 t1 d1 d1 t1 t1 tkl tkl 


d1 d2d1 d2 tk2tk2 tkl tkl 


d1 d2 d1 d2 tk2 tk2 tkl tkl 


NA 


d d d d d t d t tk tk _ 

d d d d tk tk tk tk 
d d d d tk tk tk tk 
d d d d tk tk tk tk 


d1 d2d1 d2 tk2 tk2 tkl tkl 
d2d1 d2tk2tk2tk1 tkl d1 
d2 d2 d2 tk2 tk2 tkl tkl 
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hafif 


32 KA 



32/64 DC 


32/64 HA 


64 CF 


64 ME 


64 HB 


64 AY 


d1 t2 t2 d1 t2 t2 d2 tk1 d1 t2 t2 d1 tk1 d1 d1 t1 


tk1 d1 t1 tk1 d1 t2 tk1 tk1 


NA 


NA 


ddttdttdd tkdttdtkddttk 


d 11 d 11 d tk d 11 d tk d d t tk d t tk tk 


d 11 d 11 d tk d 11 d tk d d t tk d t tk d t tk tk 


d 11 d 11 d tk d 11 d th d d t tk d t tk d t tk tk 


d1 t1 t2 d1 t1 d2 tk2 d1 t1 t2 t2 d2 tk2 d1 d1 


t1 t1 d1 t1 tk1 d1 t2tk1 tk 


d1t1 t2 d1 t1 t2 d2 tk2 d1 t1 t2 d2 tk2 d1 d1 


t1 tk1 d111 tk1 d1 th2 tk1 tk1 


d1 t1 t2 d1 t1 t2 d2 tk2 d1 t1 t2 d2 tk2 


d1 d1 t1 tk1 d1 t1 tk1 d1 t1 t1 tk1 tk1 


d2 tk1 d1 t1 d2 tk1 tk1 d2 tk1 tk1 d1 t1 d1 d1 tk1 


tk1 d2tk1 d1 d1 t1 tkl d1 t1 ~ tk1 d1 t1 d1 tk1 


tk1 d11212 d1 t212 d1 t1 tk1 d1 t1 d1 tk1 tk1 


[incomplete] 


NA 


NA 


d tk d t d tk tk tk d tk tk d t d d tk tk d tk d d t 


tk d t tk tk d t tk tk d 11 d 11 d t tk d t tk tk 


d tk d t d tk tk d tk tk d t d d tk tk d tk d d t 


tk d t tk d t tk d t tk tk d 11 d t tk tk 


d tk d t d tk tk d tk tk d t d d tk tk d tk d d t tk d 


t tk d t tk tk d 11 d t tk d t tk d t tk tk 


d2 tk2 d2 t2 d2 tk2 tk2 d2 tk2 tk2 d2 t2 d2 d2 


tk2 tk2 d2 tk2 d1 d1 t1 tk1 d1 t1 tk1 d1 t2 tk2 


d1 t112 d1 t1 t2 d1 t1 t1 tk1 d1 t2 tk1 tk1 


d2 tk2 d2 t2 d2 tk2 tk2 d2 tk2 tk2 d2 t2 d2 d2 


tk2 tk2 d2 tk2 d1 d1 t1 tk1 d1 t1 tk1 d1 t1 th1 


tk1 tk1 d1 t1 t2 d1 t1 t2 d1 t1 tkl 


d1 t1 t1 tk1 tk1 


Ihezec 


muhammes 


22 KA 


22/44 DC 



16 KA 



16 KY 


16 CF 



t1 d1 d1 t1 d1 tkl tkl d2 d1 d1 t1 t1 d212 tk1 


I tk2 d2 


d2 d1 d1 t2 d1 d1 t2 tk&tk2 d2 t1 


d211 d2 tk&tk2 


NA 


d d d t d d t tk tk d t d d t tk tk 


d d d t d d t tk tk d t d d d t tk tk 


d d d t d d t tk tk d t d d d t tk tk 


d2 tkl d111 d1 d1 tk1 d1 t1 tkl d1 t2 tkl tkl 


NA 


NA 


d tk dd t dd dd t tk dd t tk dd t tk tk 


d tk d t d d t tk d t tk d t tk tk 


d tk d t d d t tk d t tk d t tk tk 


d1 t1 d111 d1 d1 t1 tk1 d1 t1 tkl d112 tkl tkl 


d1 tkl d1 t1 d1 d1 t1 tkl d1 t1 tkl d1 t2 tk&tk2 


d1 tk1 d1 t1 d1 d1 t1 tkl d1 t1 tkl d1 th2 tkl tkl 


d1 tk1 d1 t1 d1 d111 tkl d1 t1 tkl 


d1 t1 t1 tk1 tkl 
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nim devir 


KA 

d1 d1 t1 d1 t1 d2 tkl tkl 

DC 

d1 d1 t1 d2 t2 tk&tk2 

HA 

NA 

KY 

dd d tt d t tk tk 

CF 

d d t d t tk tk 


18 KZ 


KA 


24/48 DC 


d d t d t tk tk 


d1 d1 t1 dtl tkdl t2tk1 tkl 


d2 d2t2d1 t1 tkl d1 th4tk2 


t1 d1 tkl tkl d2 tkl tkl d2 tkl tkl d2 tkl d1 


[incomplete] 


NA 


HA 

NA 

KY 

d tk d tk tk d tk d tt tk tk 

CF 

d tk d tk tk d tk d t tk tk 

HE 

d tk d tk tk d tk d t tk tk 

ME 

d tk d tk tk d tk d t tk tk 

HB 

d2 tk2 d2 tk2 tk2 d2 tk2 d2 tk4 tk2 tk2 

KZ 

d2 tk2 d2 tk2 tk2 d2 tk2 d1 t1 tkl d1 th4 tkl tkl 


) remel 


28 KA 


d2 tk2 d2 d211 d1 tkl tkl d2 tk1 d2 tkl tkl d2 


sade duyek 


duyek 


8|KA 
DC 
HA 
KY 








d tk d tk tk d tk d 11 d 11 d t tk tk 


d tk d tk tk d tk d 11 d t d d t tk tk 

d tk d tk tk d tk d 11 d t d d t tk tk 

d tk d tk tk d tk d 11 d t d d t tk tk 


d2 tk2 d2 tk2 tk2 d2 tk2 d2 t2 d1 t1 


d1 d1 t2 tkl tkl 


I d2 tk2 tk2 tk2 dt2 d2 t2 t2 d1 t1 d1 


d1 t2 tkl tk1 d2 tk2 


d2 tk2 d2 t2 t2 d2 tk2 d1 d1 tk2 tk2 d1 


t1 d1 d1 th2tk1 tk1 


d2 tk2 d2 tk2 tk2 d2 tk2 dtl tkl t2 t2 


d1 t1 tk1 d1 t1 t1 tkl tkl 


d1 t2 t1 d2 t2 


d1 t2 t1 d2 t2 
NA 


dtttdt 


dttdt 

NA 

dttdt 


d1 t2 t1 d2 t2 















































































48 HE 


481 ME 



KA 


HA 


3 AD 


d tk d tk tk d tk d 11 d d t d 11 d tk 


d d t tk d t tk d t tk tk 


d tk d tk tk d tk d 11 d d t d 11 d tk 


ddttkdttkdttk tk 


62 tk2 d2 tk2 tk2 d2 tk1 d21212 d2 d212 d2 


t212 d2 tk3 d1 d1 t1 tk1 d1 t1 tk1 d1 t2 tk1 tk1 


d2 tk2 d2 tk2 tk2 d2 tk2 d2 t212 d2 d2 t2 d2 


t212 d2 tk2 d1 d1 t1 tk1 d1 t1 tk1 d1 t2 tk&tk2 


d2 tk2 d2 tk2 tk2 d2 tk2 d2 t2 t2 d2 t2 d2 t212 


d2 tk2 d1 d1 t1 tk1 d1 t1 tk1 d1 th2 tk1 tk1 


d2 tk2 d2 tk2 tk2 d2 tk2 d2 t2 t2 d2 d2 t2 d2 d2 


t2 d212 t2 d2 1k2 d1 d1 t1 tk1 d1 t1 tk1 


d1 t1 t1 tk1 tk1 


NA 


NA 


d1 t1 1t 



sengin semai 


semai _ 

semai 



KA 

d2 tkl d2 t1 

DC 

d1 t1 t1 d1 t2 

KY 

dtkdt 

CF 

dtkdt 

ME 

dtkdt 

AY 

d1 t111 d112 


I sofyan 



4/8 KA 


DC 


2/4 HA 


4 CF 


8 HE 


ME 


AD 


9 KZ 


2 AY 


tOrki darb 

18 

"KA 


9/18 

HA 


18 KY 


CF 


18 HE 


18 ME 


d2 t1 t1 d2 d1 t1 


NA 


NA 


dtk 


d tk d tk d tk 


dtk 


d2 tk2 


d4 tkS 


d1 tkl 


t2 t1 t1 d1 t1 d2 d2 t2 tk2 d2 d1 d1 


NA 


tttdtddttkddd 


tttdtddttkddd 


tttdtddttkddd 


tttdtddttkddd 


yuruk semai 


6: 

KA 

d1 t1 t1 d1 t2 

6i 

CF 

d ttdt 

6 

ME 

dttdt 

6 

AY 

d1 t1 t1 d1 t2 


zencir 



60 KA 


60 DC 


30/60 HA 


60 KY 


60 CF 
60 ME 


HB 


60 



duyek + fahte + genber + devrikebir + beref§an 


duyek + fahte + genber + devrikebir + beref§an 


NA 


duyek + fahte + genber + devrikebir + beref§an 


duyek + fahte + genber + devrikebir + berefgan 


duyek + fahte + genber + devrikebir + berefgan 


duyek + fahte + genber + devrikebir 


duyek + fahte + genber + devrikebir + berefgan 


duyek + fahte + genber + devrikebir 
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TABLE VI 


PLANET 

KA 

HA 

IZ 

AM 

HB 

Moon 

rast 

gerdanlye 

gerdaniye 

evig 

hisar 

Mercury 

dCigah 

segah-maye 

segah-maye 

huseyni 

gerdaniye 

Venus 

segah 

hisar 

hisar 

neva 

nevruz 

Sun 

gargah 

gehnaz 

gehnaz 

gargah 

maye 

Mars 

neva 

selmek 

selmek 

gehnaz 

selmek 

Jupiter 

huseyni 

nevruz 

nevruz 

dugah 

gehnaz 

Saturn 

evig 

gevegt 

gevegt 

rast 

gevegt 


TABLE VII 


SIGN 

KA 

HA 

IZ 

AM 

HB 

Aries 

bestenigar 

rast 

rast 

rehavi 

rast 

Taurus 

rehavi 

arak 

arak 

uggak 

arak 

Gemini 

hicaz 

Isfahan 

Isfahan 

neva 

Isfahan 

Cancer 

tahir 

kugek 

kugek 

huseyni 

kugek 

Leo 

Isfahan 

buzurk 

buzurk 

penggah 

buzurk 

Virgo 

muhayyer 

[zirgule] 

zirgule 


zirgule 

Libra 

gerdaniye 

rehavi 

rehavi 

Qj^Qumn 

rehavi 

Scorpio 

saba 

huseyni 

huseyni 

arak 

huseyni 

Sagittarius 

penggah 

hicaz 

hicaz 

saba 

hicaz 

Capricorn 

acem 

buselik 

buselik 

huzzam 

buselik 

Aquarius 

buselik 

neva 

neva 

agiran 

neva 

Pisces 

gehnaz 

uggak 

uggak 

evig 

uggak 


TABLE VIII 


COUNTRY 

PLANET 

MODE 

SIGN! 

MODE 1 

SIGN II 

MODE II 

Europe 


rehavi 

Cancer 

rehavi 

Taurus 

rast/penggah 

Turkey 


muhayyer 

Gemini 

muhayyer 

Virgo 

saba 

Arabia 

Venus 

gehnaz 

Taurus 

gehnaz 

Pisces 

hicaz 

Persia 

Mars 

acem 

Aries 

acem 

Capricorn 

Isfahan 

India 

Jupiter 

tahir 

Sagittarius 

tahir 

Cancer 

buselik 

Africa 

Saturn 

evig 

Capricorn 

evig 

Libra 

bestenigar 
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TABLE IX 


1 Group 1 in rast 



MAKAM & SIGN 

I?UBE „ J 

! earth 

Taurus 

penggah 

nikriz. I 

I tire 

rehavi 

Sagittarius 

nihavend-l sagir, nlhavend, muberka-i rumi, 
sazkar, zavil, nihavend-i rumi. 

i- 

lair 



mahur, mahurek, zirefkend-i rumi, rekb. 

j 

! water 

i_-_I 



mCiberka, buzurk, hicaz-buzurk, i 

sazkar-i rumi. i 

Group 2 in diigah 


I ELEMENT ; MAKAM & SIGN 

§UBE I 

; earth i Virgo 

f—— —I 

I 

muharrik saba. I 

;fire i 

• i 

r 

saba 

zirefkend, sunbule, sipihr, hisar, isfahanek, | 
bayzan kurdi, karaduqah, dugah-i rumi. j 

: air i 



muhayyer-buselik, kugek. i 

I water | mu 

hayyer 

Scorpio 

i 

Group 3 in segah 

L _ _ . 

[ELEMENT MAKAM & SIGN 

§UBE i 

earth i j hicaz 

karcigar, humayun. I 

fire ; ! I 

suzidil, zirgule, serenk, bahr-i nazik, 
huzzam-i rumi, maye. j 

air i sehnaz i Gemini 

..b“- - - h— ~ - 

geve§t, §ehnaz-buselik, uzzal, ! 

seqah-muhalifek. | 


i water I Pisces i 

Group 4 in neva 

L __ __ _ _ _ 

I ELEMENT I MAKAM & SIGN |§UBE 

i earth Capricorn 


huzzam, ni§aburek. 

! i ' 

: fire | 


Isfahan->Leo 

araban, acem-kurdi, yegah, nihavend-i 
kebir, beyati, mustear, mustear-i rumi, 
nevruz-i acem, nihavendinek. 

EOHHHI 



u§§ak, ni§abur, huzi. 

! water ! acern 


acema^iran. 

Group 5 in huseyni 


^ELEMENT i MAKAM & SIGN 

§UBE I 

i earth ; tahir 


horasan. ; 

i I 

jfire i 

I I 



suzinak, vecd-i huseyni, suri, a§iranek, 
huseyni-kurdi. 

iair I 

i. .. .. J_ 

1 buselik-jAquarius 

hisar-buselik, deft-i erjen. afiran-buselik. ■ 
a§iran-kurdi. 

; water | Cancer , 

§uri. i 

Group 6 in evig 


ELEMENT I MAKAM & SIGN 

§UBE i 

I earth | 

i 

evig-horasan, necd-i horasani, rahatulervah. | 

ifire 

Aries 

i** 

ruy-i arak, muhalif arak, muhalifek arak, ' 

rahatulervah-i necdi, gerdaniye-kurdi, j 

arazbar. j 

' i 

^ air I gerdaniye->Libra 

1 

bestenigar 

dilkeg, evig-arak, evig-buselik, 
qerdaniye-buselik. I 

] 

water i 

:-- - _1_ 

f 

dilkeg haveran, horasanek. ! 
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TREATISE SYNOPSIS 


Chapter 1 (2a-7b). 

Exordium outlining the practical purpose of the book. The author 
claims the authority of Persian, Turkish, Indian and Sindhi mas¬ 
ters and their knowledge safekept in the ancient treatises. 
Verbal description of 110 melodic modes (makams and §ubes) 
grouped in six categories according to the parent modes: rast, 
ditgdh, segdh, neva, hilseyni, evig. 

Chapter 2 (7b-9a). 

Annotations and instructions to the performing of a vocal-instru¬ 
mental repertoire of over 50 compositions. 

Chapter 3 (9a-9b). 

Astrological correlations of the 12 makams and their to the 
12 zodiac signs and the four elements. 

Chapter 4 (10a-10b). 

Index of the names of makams and §ubes. 

Chapter 5 (10b). 

Listing of rhythm patterns among which some have affixed num¬ 
bers indicating the number of pulsations. 

Chapter 15 (23a-24b). 

Explanation of the theory of rhtyhm, the principles of usul, the 
basic types sakil and hafif, the qualities of pulsations and the 
manner to execute them appropriately. Shorthand notations of 30 
rhythm patterns on columns which are listed in Chapter 5. 
Chapter 6 (10b-11b). 

The notation system. Legend of the notational symbols for 16 basic 
tones frova yegdh to tiz hilseyni, 14 halftones from §orizen to tiz 
saba. Examples of melodic-rhythmic motives with signs for the 
duration of notes. Additional 16 Armenian letters applied to the 16 
signs of the basic tones within the two-octave range. 

Chapter 7 (11b-14b). 

Description of a complex method of transposing and transferring 
movable positions of pitches on strings in reference to dilgdh 
string tuning with exact application in performance (I-XXIX). 
Chapter 19 (26a-27a). 

Continuation of the description of transpositions from Chapter 7 
completed with a chart of basic transpositions presented on col¬ 
umns (XXX-XLVII). 

Chapter 8 (14b-15b). 

The origin and foundation of music. The assembly of the great 
masters presided by Tahmasp Kulu and attended by Kiigtik Artin. 
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Dialectical debates between the participants about the origin of 
music. Epiphany of the Seven Sages who are the entities of the 
seven planets, acquire the seven tones of the fundamental two- 
octave scale from the celestial sphere and consign them over to 
next generations. 

Chapter 9 (15b-20b). 

Hierarchy of the Seven Sages and the position of the seven inter¬ 
vals. The second generation of disciples-sages are the six entities 
Beha, Enis, Ilyas, Feridun, Esedi, Hut. They discover the musical 
instruments and institute music therapy and hospitals. They 
travel to the lands of Europe, Turkey, Arabia, Persia, India and Af¬ 
rica to establish the six parent modes originating in the six basic 
tones they rule. 

The third generation of disciples-sages are Turhan, Cuneyid, Mu- 
zis, §ahipeder, Navza and Heyaz. They travel to the same places to 
set up the next six modes that are produced by the association of 
the planets with constellations ruling the houses of certain zodiac 
signs at determined points in time. 

The fourth generation of disciples-sages is formed of Kelan, Suk- 
rat, §it and joined by Kebir. They establish the correspondences of 
the 12 modes to the four elements and their influence upon human 
beings. 

Chapter 12 (22a). 

The astrological notions mentioned in Chapter 9 are thoroughly 
explained with ansdogy to the formation and movement of the mu¬ 
sical modes, as the house rulership, ascendant points and descen¬ 
dant points in reference to the fundamental tones. 

Chapter 14 (22b-23a). 

The masters from India, Turkey and Iran express their saluta¬ 
tions to each other for the discovery of the second set of six modes 
that are given the ethnic character of their countries. 

Chapter 13 (22b). 

Comparison of music to the medieval sciences of arithmetics, ge¬ 
ometry, astronomy and to the medical science. 

Chapter 16 (24b-25a). 

The influence of music derived from the four elements attributed 
to the modes and the inclination of the human person to one of the 
four elements in agreement with that specific mode. 

Chapter 10 (20b-21b). 

About the origin of instruments and in particular the tanhur and 
its components. Its material parts were taken from nature and the 
form from man, while the soul was infused to it by the player. Com- 
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parison of the tanbur parts to the elements of the celestial firma¬ 
ment and the aspect of the heavenly bodies. 

Chapter 11 (21b-22a). 

Further analogy between the design and strings of the tanbur and 
the map of the imiverse with the network of orbits and trajectories 
and the sight of the stars and constellations. 

Chapter 17 (25a-25b). 

The tanbur scale with the names of the 16 wholetones and 14 half¬ 
tones. Placement of the halftones in ascending and descending di¬ 
rection on the scale. Variant alternate names for halftones. 
Chapter 18 (25b-26a). 

Description of the ney with its parts. The names of ney varieties 
and the fundamental scale. 

Chapter 20 (27b). 

Chart of the four elements ascribed to the zodiac signs grouped in 
three categories. 
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GLOSSARY 


acem 

LU6tlJ. 

acema§iran 

LUfitlJ LU2PLUIJ, LUfitlJ LU2DnLUlj. LUStlJ LU2hnLUlj- 

acem-ktirdi 

Uj6tJ gJlLpiJlh- 

agaze 

LuriLuql:. 

ahenk 

LuhtliL], Luhtliljih- 

aksak beref§an 

Luguiue a|tnt4)2Luh- 

aksak fahte 

LueuLug 45Luhint. 

araban 

aimuaiLuli, ainuJLMLulJ. 

arak 

LupLue. 

arak-maye 

lupiue LflUjt. 

arazbar 

Lupaiqujujp. 

a§iran 

UJ2PLUll, UJ2DPUJlj, LU2hPLUll. 

a^iran-buselik 

uJ2hpuJ^ iqnLutLhfi. 

a§iran-kurdi 

uj2hpLuli ghi-Pinh- 

a§iranek 

uJ2PLulite, ai2hPUJ^t£- 

baba tahir 

iqiuLLjujfaujhtip. 

bahr-i nazik 

tijLuhph lioiqhE- 

battal 

LqaifauJL, LqLuiamaip 

bayzan kiirdi 

L|iaijqLuli efiLpinh- 

beref§an 

Lqtpt432*JJ'J- 

beste 

Lqtumt, iqtuidt. 

bestenigar 

iqtuintlihLltLup. 

beyati 

iqtbLuph, lL)tLUptl- 

bolahenk 

a|OLUJhtliL|. 

buselik 

iqnLutihE, uiniqtthe. 

buselik-a§iran 

iqnLUtihfi ai2PUJlJ. 

biizurk 

LMtiLgphLB- 

gargah 

^Lupljbujh. 

genber 

^tLfiqtp. 

genk 


gifte dtiyek 

mtiLbtE. 

darb 

qujpiq. 

darbeyn 

qaipLqtbtili, qaipiqthli. 

darbifetih 

qujpiL|h45tphh, qaipiL|D4)tphh. 

davud 

inoiLlnLLn. 

de§t-i erjen 

mt2Ph tpdtl), Lnt2mh tpdtli. 

devr/devir 

mti{ph. 

devrikebir 

intilphEtaihP- 

devrirevan 

intilph ptiloili. 

dik 

mhe. 
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dilke§ 

dilke§ haveran 

dilke^ide 

diigah 

dtigah-i rumi 

diim 

diiyek 

edvar/edvarlar 
edvar-i mecmua 
evfer 
evig 

evig-arak 

evi(^"buselik 

evi^-horasan 

evsat 

fer' muhammes 

frengifer 

frenkgin 

gayda 

gerdaniye 

gerdaniye-buselik 

gerdaniye-klirdi 

gevest 

hafif 

haftibend 

hanende 

havi 

heftiigah 

he§tgah 

hezec 

hicaz 

hicaz-biizurk 

hisar 

hisar-buselik 

hisarek 

horasan 

horasanek 

huzi 

hlikm 

hiimayun 

hliseyni 


qhiptz. 

qti[Et2h fxiuiLltpuib. 

qhLPt2hu^tb. 

uitiLLjbLuh. 

uihLljbujhh pnidh, LnpLljUJh pnidh- 
Ln|iLd. 

Ln|iLtbp. 

tfdLlLup - tmLlLupLtp. 
tfailLUpp JtdjLUjIl. 
t4)tp. 

tLlh6. bLlh6, 

Lupujp. 

tllh^ ULjnLUt[hp. 

tilh^ f\jnpLUULub, tilhbh ^JopmuLub. 

tLlULUfd, tLlULUqiU. 

^^tptiJnLhuiJJtu. 

-^ptbL^h^^tph. 

^Qptbh^h^- 

LlLUjUlLU. 

LjtpuiLublit. L^tpmuibhbt, l^tpLnuibhjt. 
Ljtpinujbbjtt uqnLut[hE, 

Ljtpinuibhbt iqriLutLhp. 

Ljtpuiuibbt ptiLpmti. 

LjtLlt2r^. 

huj'^fah^tbui. 

hLubtbint. 

hujLlh. 

huj-^faljtLuh. 
hLU2r^ljtujh. 
htqtb, htqtilb. 
hh^Luq, 

hh^Luq uLjhLqphLE- 
h[iuLup. 

h[iuujp ULjnLut[hp. 

hhuLuptp* 

luopuJULub. 

fuopujuLubtp. 

hnLqh. 

hnipJ. 

hhuJuijriLb, hhLdujjhLb. 

hhLut[ibh, hhLutjbbh, hhLuthbh, hpLuthtbh. 
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huseyiii-a§iran 

h|iLutj|ilJh UJ2puilJ. 

htiseyni-kurdi 

h[iLutjijh hjiLutbfiiJh Ehi-nu^h- 

htizzam/asil huzzam 

hhLqquuLf. oiupL htiLqquud. 

htizzam-i rumi 

h[iLqqmd[i pnidh, hfiiqquud phi-d|i. 

Isfahan 

QUL[ujhuili, huiluuhLuli. 

isfahanek 

tiuijujhujljtg. 

ilahiyat 


ilm-i musiki 

LfniuhEh hiiJh- 

kanun 

ELulinili. 

karadligah 

ELupuj intiLL|bujh, Euunuu infiiLibajh. 

karar 

[TJUjpUjp. 

karcigar 

KiLupmqujp. 

keman 

EtJuili. 

kugek 

Eto^tE- 

kiiglik mansur 

EhL^hLE doibunip. 

ktirdi 

EhLpmh. 

mahur 

Jiuhnin. 

mahurek 

dLuhniptE, JoihnintE. 

mahurek-saba 

dLuhninhl^h ULUiqai. 

makam/pl.makamat 

dojEtuLf, duifULud, duuEuudaifa. 

maye 

diuht, duj|t, doibt. 

maye-beyati 

duijt aitbujfa|i, diujt Lqtuifafi- 

mizrab 

dhqpujiq, dpqpLuoi. 

miskal 

dQuljujp 

muhalif arak 

d[iL[TJuui.[i45 aipiutu. 

muhalifek 

dhL[\JUJL[i$tE. 

muhalifek arak 

d h L [tj ixi i h 4^ tE ui p ui E. 

muhalifek segah 

dnLhJUJLh4^tEh utL|biuh. 

muhammes 

dnihJUJddtu, dnihoidtu. 

muhayyer 

dnihujbtp, driLUjjtp, dnLhuujttp. 

muhayyer-buselik 

dnihuijtp LqriLutihE. dnihaijbtp iqniutLhfi- 

muhayyer-sunbule 

dnihuijttp ujiLdtqtiLt. 

mtiberka 

dhLUjtpELU, dflLOltptTJLU. 

muberka-i rumi 

dhLiqtpEtbh pnLd|i, d|iLLqtptuLUj|i pnidti. 

mtilazime 

dhLLUuqhdt. 

mlistahsen 

nLUfaoi hoiuuib. 

miistear/asil mtistear 

driLumuipoip, dtiLUfaiuuip, luuqi dtiLupuiLup. 

mustear-i rumi 

dhLumujujp pnidh, dtiLUfaaiuup pnidp. 

nagme 

Ijuiqdt, lioiqaidiufa, limhuuduifa. 

nazike-i arak 

ljuiq[iEt[i uupLUE- 

nazire 

ljujqhpt. 

necd-i horasani 

litfiuih [unpoiuoilibli. 
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neva 

nevruz 

nevruZ“i acem 
nevruz-i rumi 
ney 

nihavend 
nihavend-i kebir 
nihavend-i rumi 
nihavend-i sagir 
nihavend-i sagirek 
nihavendinek 
nikriz 
nim 

nim buselik/buselik yarisi 

nim devir 

nim sakil 

ni^abur 

ni^aburek 

niihuft 

penggah 

perde 

pes 

pe§rev 

rahatiilervah 
rahatiilervah-i berka 

rahatiilervah-i muhalif 

rahatiilervah-i necidi 

rast 

rehavi 

rekb 

ruy-i arak 
sab a 

saba-i muharrik 
sade dilyek 
sakil 
saz 

sazende 

sazkar 

sazk^-i rumi 

sebzender 

segah 


hbLjuJ. 
btdpniq. 
libLlpnLqh LLifibd. 

hbdpniqh pnidh- 

bbj, dbjh. 

hhhujLlbljm. bhhujLjbljm. 
bhhLLidbhmh pbojhn- 

bhhLLiLlbhmh pnidh* 
bhhiLiilbljmh ULuqhn* 
bhhiLulbmh ULLiqhntp. 
hhhujLlbljmhhbp. 

bhi^nhq. 

ijha. 

LqniutLhe bLupDUD. 
lihiJ rntLlph- 
lihd uLuphL- 
liti2Luq]nLp. 

lj[iLuajnLptE. 

lJtlLhhL$f5- 

ititlnShi-LjtuJh, ptlifihL^tLuh, ptl]6nLL]tiuh. 
ilitpmt, ptpmt. 

Ljitu. 

Liil:2pt4), Ltit2pl:Ll. 

piiihuJtshLLtpilujh, iiujhuj|3hLptpi4ujh. 
nLuhLutshLptpLlLuhh mtppuj, 
aujhuJt3hLLtpi4ujh ojtpEUJ. 
pujhujtshLLtpLlLuh dnLlTjuJLh4>- 
llLUhLUr5hLptpLlLUhh lltLhLTlh- 
QLUUm, QUiUmp, QUiUp. 

QLULlh, aujhujilh. rithujLlh. 

ptphLM, ptptiij. 

pnijh Lupujp, pnip) Lupiup. 

ULULLjLU. 

ULULLjLuh dnihLuamhE. 

ULUint inhLbtp. 

ULUjTJhL- 

ULuq. 

ULuqtbint. 

ULuqpbujp. 

ULuqpbujp pnidh- 

utipqtliintp. 

utLjbiuh. 
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segah-maye 

utljbLuh Jiiijt. 

segah-muhalifek 

utljbaih iJnL[\JLU[[T5>tg. 

selmek 

utLiJtE. 

semai 

utJuijh. 

sengin semai 

utlibhl] utJujjh. 

serenk 

utptlJE. 

serhane 

utphuilit. 

ses 

utu. 

sipihr 

uhijihhp, uhixjhhph, uhEhhph' 

sofyan 

uni^JbLuli, uo^Jbujl]. 

sonhane 

uolihuilit. 

sultani arak 

unL[faLul]h Lupuig. 

suri 

uniph- 

sur-i hiimayun 

uriLphL hhLiJLUjhLlJ. 

suzidil 

unLqhmhl, unLqtmhL- 

suzinak 

uriLqhliuJS. 

siinbule 

uhLiiiqlii-Lt. 

siipiirge 


§ahmansur 

2UihiJujl]unLp. 

§arki 

2UiPED, 2LUPED6DE- 

§ehnaz 

2thliLuq. 

§ehnaz*buselik 

2thl]ujq LqnLut[|ng. 

§e§gah 

2t2l]buih. 

§orizen 

2 ton[iLql:li, 2 tonhql:li, 2 onhQtb, 2 onhQ^b, 
2t:onhqLulJ. 

§ube/§uabat 

2tOLL|t, 2nLjLiJLL|LjUf&. 

§uri 

2 nLph, 2 oph, 2 boph. 

tahir 

f&Luhhp, quihhp. 

taksim 

f&uifxiuhiJ. 

tanbur 

faLuiJLqnLQ. 

tek 

fate- 

teke 

fatpt. 

tel 

fat[. 

terkib/pl.terkibat 

fatpehLM, fatpehLMLUfa. 

tiz 

fahq. 

tiz buselik 

fahq LqnLUtLhE. 

tiz gargah 

fshq ^LupL|bLuh. 

tiz hiiseyni 

.fahq hhLutjhlih. 

tiz neva 

fahq iitqiu. 

tiz segah 

f&hq utL|bLuh. 

tulum 

fanL[nLiJ. 

turki darb 

fahLPEh qLupiq. 
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usul 

DLUDLL, nLUnL[UJfd. 

u§§ak 

hL22LUE- 

uzzal 

htqquji. 

vecd-i hliseyni 

L|t6Ln|i hLutjhlJh. 

yegah 

tbLjbiuh, ttLjbiuh, tLjbiuh. 

yuriik semai 

htiphLp utJoijh, tophLP utJiujh. 

zavil 

qaiLlhl. 

zemin 

qtJbli. 

zemzeme 

qtdqtdt. 

zencir 

qtbdhp. 

zirefkend 

Qhnt$>ptbLn. 

zirefkend-i rumi 

qhnt^ptlimh pnuJo- 

zirglile 

qhpbhLlt, qhipLihLLt, qtpLih*-lt, qhLpL|t[t. 
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